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ABSTRACT 
Music appreciation courses have become core components of humanities and 
education curricula, yet scholars have differed on the definitions, approaches, and goals 
of such courses. Researchers have investigated the efficacy of various pedagogical 
approaches to teaching music appreciation; some have attempted to measure appreciation 
and clarify its definition and goals; others have argued that a traditional approach 
perpetuates a hidden curriculum of social stratification. 
The purpose ofthis study is to determine the effectiveness of an attentive 
listening-based approach on the music appreciation achievement of college, non-music 
majors compared to a traditional approach. In this study, indicators of music appreciation 
included factual knowledge, listening skills, and attitudes. Attitudes were assessed via a 
Music Attitude Questionnaire, and factual knowledge and listening skills were assessed 
via a fmal achievement test. Participants included intact groups of students in two 
separate classes of a college music appreciation class (N = 11 0). The researcher taught and 
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tested one class according to a traditional approach, using the textbook Music: An 
Appreciation (Kamien, 2008) and taught and tested the other class according to an 
attentive, listening-based approach, utilizing the text Take Note: An Introduction to Music 
Through Listening (Wallace, in press). Gordon's Advanced Measures of Music Audiation 
(1989) was administered to all participants at the beginning of the semester. A researcher-
designed Music Attitude Questionnaire was administered to all participants as a 
pretest/posttest and an identical, researcher-designed final achievement test was 
administered to all participants at the end of the semester. 
Analysis of variance on participants' fmal achievement test scores indicated that 
there was no significant difference between the classes in the areas of factual knowledge 
and listening skills. Data from the Music Attitude Questionnaire were first subjected to 
principal components analysis (PCA) followed by independent samples t-tests on 
participants' posttest responses to questionnaire items identified as reflecting underlying 
components in PCA. Results of the t-tests indicated no significant difference between the 
two classes. The sociological implications of music appreciation courses are discussed 
and suggestions for future research are provided. 
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Prologue 
In the novel Ceremony (1977), Leslie Marmon Silko's character "Old Betonie," a 
Navajo healer, offered the following commentary on Native American ceremonies: 
The people nowadays have an idea about the ceremonies. They think the 
ceremonies must be performed exactly as they have always been done, maybe 
because one slip-up or mistake and the whole ceremony must be stopped and the 
sand painting destroyed .... I have made changes in the rituals. The people 
mistrust this greatly, but only this growth keeps the ceremonies strong .. .. 
Things which don't shift and grow are dead things (p. 126). 
In undertaking the research for my study, I found that my path was surprising, changing, 
and nonlinear- in my experience the scientific view of research as a neat process 
beginning with asking a question, deriving a procedure and methodology, and then 
following set procedures to answer that question proved a myth. I realize that in its final 
form, my study may appear straightforward, and somewhat linear; however, as the study 
developed from initial proposal to treatment, analysis, and finally discussion, I was 
consistently asking questions, making changes, and experiencing surprises-essentially it 
was a journey of growth. While it is virtually impossible in a document such as this to 
encapsulate completely the evolution of this study, I will attempt to be honest and 
transparent in painting a picture of my untidy, growing study and research process. To 
that end, I have included "Reflections" sections at the end of Chapters 2-4, and, in 
Chapter 5, I summarize my current thinking on research in music appreciation and make 
application to the classroom. 
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Chapter 1. Introduction and Rationale 
The present-day inclusion of music appreciation in the liberal arts curricula at 
American colleges and universities reflects the ideology of a music appreciation 
movement, which attained its height during the early decades of the 20th century, namely 
the belief that to be educated one must appreciate Western art music (Gustafson, 2005; 
Chybowski, 2008). Scholars and pedagogues of the later 20th century began questioning 
this ideology (Griffel, 1978; Kivy, 1991; Jorgensen, 1994; Elliott, 1995). Specifically, 
they objected to the elevation of the Western canon as autonomous and superior to both 
popular and World Music, and to the elitism notions of taste and connoisseurship 
encouraged. 1 Despite these objections and dramatic changes in American values since the 
earliest beginnings of the music appreciation movement in the late 19th century, college 
music appreciation courses, focusing on Western art music, remain core components of 
humanities and education curricula. Additionally, while many researchers have advocated 
new approaches to music appreciation pedagogy in order to reflect a changing ideology, 
society, and technology, (Hosterman, 1992; Gordon, 1996; Holloway, 2001; Archetto, 
2002), in many ways music appreciation pedagogy in the 21st century remains 
unchanged. 
1 I use the term "World Music" throughout this document in a broad sense simply to refer to non-
Western, traditional music of the world. I understand that the term is ambiguous and imprecise 
because there is today such a confluence of styles, genres, and traditions in the music of the 
world. For the purposes of my study, though, I wish to use the term to distinguish this music from 
North American popular music and from music from the Western art tradition, and yet I realize 
that the categories of World Music, popular music, and Western art music are artificial. I am also 
aware of the issues surrounding this term, particularly the concern that it is ethnocentric and 
possibly offensive. In using the term I am not implying that World Music is in any way inferior 
simply because it is not a part of the European art music tradition, and I am hopeful that my 
arguments throughout the remainder of the document will dispel any concerns along these lines. 
3 
Music Appreciation Defined 
Through this study I am seeking to determine the effectiveness of an alternative, 
non-traditional approach to teaching music appreciation. To do so, I believe it is 
important to establish a clear definition of music appreciation and to delineate the 
indicators of appreciation which I apply throughout this study. Ironically, though 
passionately convinced of the value of music appreciation in general, many scholars and 
music appreciation pedagogues have consistently differed on the definition of music 
appreciation. In A History of Music Education in the United States, Keene (1982) 
commented on the historic use of the term "music appreciation" and its ambiguity: "It 
never seemed to define precisely the understanding of music that the musician would like 
to imply, but it survived as a term because none other appeared to work as well" (p. 227). 
With this statement Keene acknowledged not only variations in definitions of music 
appreciation throughout history but also implied that there are multiple components or 
factors contributing to appreciation. 
Scholars from the formative decades of the American appreciation movement 
(1920s-1950s) defined appreciation variously as understanding leading to enjoyment 
(Kaufmann, 1942; Fishburn, 1955), aesthetic perception of"good" and "bad" (Hamilton, 
1920), and the aesthetic experience via musical analysis (Surette & Mason, 1921 ). 
Adorno (1938) defmed appreciation not as knowledge about music but as comprehension 
of the music itself, "bringing people into a life-relationship with it" (p. 371). 
In subsequent decades, Crickmore (1968) and Wing (1971) sought to clarify 
appreciation and to elaborate on its general goals by developing tests to measure music 
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appreciation; however, these two researchers operated under drastically different 
definitions of appreciation. Wing distinguished appreciation from musical ability, 
defming appreciation aesthetically as the ability to distinguish "good" music from "bad" 
music. According to Wing, appreciation "involves the deliberate aesthetic judgement 
[sic] of music as it actually exists in compositions rather than ability to solve problems 
connected with the elementary materials of which music is composed" (p. 2). By contrast 
Crickmore defined appreciation as simply enjoyment and believed that knowledge of 
musical elements in a work increase enjoyment or appreciation. 
More recently, Himrod (1989) isolated the following issues, gathered from music 
appreciation-related literature, as reflective of pedagogical concerns and techniques 
unique to music appreciation: 
Attempts at defming the term music appreciation, references to aspects of 
aesthetics, the pros and cons of developing music appreciation through fact versus 
experience, the shortcomings and failures of music appreciation, and whether or 
not music appreciation can be taught (p. ix). 
Renfroe (2005) surveyed the state of music appreciation pedagogy and concluded that 
there are no established standardized tests regularly used for measuring appreciation, that 
educators cannot agree on a common definition of appreciation and thus lack a coherent 
set of objectives. With these definitions in mind, in the paragraphs that follow, I will 
outline and explain the three components of music appreciation I have identified for the 
purposes of my study and will then provide my definition of music appreciation operating 
in my study. 
Factual Knowledge. In spite of ambiguities inherent in the term "music 
appreciation" and in spite of operating under differing defmitions of music appreciation, 
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the majority of educators today teach these courses according to a singular approach 
(Almujarreb, 2000; Renfroe, 2005), presenting history chronologically and emphasizing 
factual knowledge related to music history and elements within the sphere of Western art 
music. Students are expected to emerge from a music appreciation course with 
knowledge of the major stylistic periods, significant composers and musicians, and 
genres as well as an understanding of the basics of timbre, rhythm, pitch, form, melody, 
harmony, and texture and how these elements function within a musical piece. It is 
unclear whether gaining this factual knowledge results in students' appreciation of music. 
Nevertheless, Boyle and Radocy (1987) maintained that the acquisition of factual 
knowledge is a facet of appreciation: "the broader definition appears to reflect 
considerable emphasis on knowledge, whereas the narrower definition places greater 
emphasis on feeling response to the aesthetic qualities of music" (p. 198). For the 
purposes of my study, I identified factual knowledge as one indicator of music 
appreciation. 
Attitudes. Acknowledging that factual knowledge is only partially indicative of 
music appreciation, Kudlawiec (2000) proposed that, in common usage, the term 
necessarily implies a change in attitude: 
The term, appreciation, is frequently used in both the course title and description, 
which might suggest that an expected outcome of the instruction will be a 
postcourse change in attitude toward music (p. 1 ). 
According to Boyle and Radocy (1987), however, "attitude measurement is fraught with 
many problems, a number of which appear to be related to definition" (p. 195). Along 
these lines, researchers have attributed the problematic nature of defining and measuring 
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attitudes to the conception of attitudes as largely affective in nature. For example, Smith 
( 1979) observed that "attitude toward music refers to a positive or negative emotional 
reaction to music" (p. 8). Others (Williamson-Urbis, 1995; Boyle & Radocy, 1987; 
Radocy & Boyle, 1997; Johnston, 2000) agree that while attitudes are widely understood 
to be affective in nature, there is interaction between cognitive factors such as knowledge 
and training and emotional responses or attitudes. Williamson-Urbis (1995) 
acknowledged that there is overlap between knowledge and attitude ("degree of liking"), 
stating "in the research area of degree of liking for musical selections and acquisition of 
musical knowledge, results indicate that many variables, including musical knowledge, 
can influence degree of liking for a musical selection" (p. 29). 
One difficulty with studying and assessing attitudes is the variety of concepts and 
terms researchers frequently used interchangeably to refer to attitudes. Williamson-Urbis 
(1995), Boyle and Radocy (1997), and Johnston (2000) incorporated the terms 
"preference" and/or "degree ofliking" in their definitions and descriptions of positive 
attitudes toward music. Foundational for many such studies on attitudes in a music 
appreciation setting (Williamson-Urbis, 1995; Kudlawiec, 2000; Johnston, 2000) was 
LeBlanc's (1980) theoretical model explaining musical taste and the processes by which 
people make decisions about their musical preferences. LeBlanc (1980) recognized 
musical knowledge in the form of its "physical properties," "complexity," "referential 
meaning," and "performance quality" at the lowest level of the model governing musical 
taste. According to LeBlanc, musical knowledge in the form of specific musical training 
again comes into play at the fourth level of the hierarchy in which a person's unique 
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personal characteristics influence the brain' s processing of musical data, after which 
point the listener makes preference judgments or choices. 
Just as there are ambiguities resulting from the understood overlap between 
knowledge and attitudes as well as from the multiple concepts and terms connected to 
attitudes, the measurement of attitudes is similarly problematic. In terms of measuring 
attitudes, Boyle and Radocy (1987) asserted that "attitude ... must be inferred from 
behavior" (p. 195) and defined attitude as a "predisposition" that is "either positive or 
negative ... reflecting either approach or avoidance activity. An attitude is not directly 
observable, but must be inferred from an individual's reactions" (p. 197). Thus, while a 
person may verbally acknowledge a preference for, high opinion of, or attitude toward a 
certain type of music, non-verbal behaviors and listening practices also indicate attitudes. 
In maintaining three goals of a music appreciation course, Fallis (1996) included a 
change in students' music-related behaviors: 
1) Better understand the music [students] already prefer, 2) Be more open to 
broadening their musical experiences beyond what they already know and like, 
3) Begin to appreciate many styles of music, which would include becoming 
active concertgoers and purchasing recordings (p. 32). 
Based on these defmitions of attitudes and for the purposes of my study, I 
acknowledge that attitude involves both cognitive and affective aspects; therefore, 
positive attitudes toward music may be indicated by preference choices or behaviors such 
as attending a concert or recital or purchasing a recording as well as by self-reported 
knowledge, and high opinions of music. Pedagogues therefore must understand objective 
tests of musical knowledge as only partial indicators of appreciation and work to assess 
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students' attitudes toward music and then to be responsive to these attitudes. 2 
Listening Skills. Not only have music appreciation pedagogues consistently 
emphasized listening, but listening is perhaps the most basic and universal musical 
activity. Copland (1957) began his popular book What to Listen for in Music with the 
following assertion: "All books on understanding music are agreed about one point. .. . If 
you want to understand music better, you can do nothing more important than listen to it" 
(p. 15). According to Dunn (2006), "for western civilization, the major way people 
interact with music is through listening" (p. 37). Whether students in a music 
appreciation class come from a musical background or have no prior musical experience, 
listening is one musical activity they all share. Modem technology allows a multitude of 
ways and venues for listening; however, it also facilitates listening to music only as a 
background. Regelski (2004) argued that attentive listening can be taught in a classroom 
"listening laboratory" by connecting music to its social function and value in culture, by 
allowing students to construct their own meanings while listening, by sampling from a 
variety of music, and by explaining musical features (p. 133). Dunn (2006) maintained 
the long-term value of teaching attentive listening and distinguished between "passive" 
listening and "active" or attentive listening (p. 37). Dunn then differentiated "hearing" 
2 In my study I did not ask participants to make aesthetic judgments about music, nor did I test 
whether the approaches promoted an improvement in participants' attitudes toward cultural and 
social elements surrounding the music they studied. Historically, aesthetic judgment was an 
important focus of early music appreciation pedagogy (Hamilton, 1920; Wing 1971) and has been 
emphasized more recently in music education, most notably by Reimer (2003). It seems 
reasonable to assume that positive attitudes are connected to aesthetic judgment, and that a person 
would have a high opinion of music he or she deemed "great." Further, in light of my research 
into the social implications of teaching music appreciation according to a traditional approach, I 
believe that further research on attitudes toward culture and society, in addition to attitudes 
toward music, as the result of a music appreciation course is needed. 
from "listening" in the following manner: 
Hearing is passive, unconscious, bored; people who only hear do not care, have 
no investment in the music, or are "zoned out"; . .. listening is active, conscious, 
interested, invested, focused, and looking for meaning ( p. 37). 
I define attentive listening as involving more than just the ability to recognize 
themes and identify musical elements while listening. Attentive listening is listening that 
gives concentrated, critical attention to musical features such as melody, harmony, 
timbre, form, and texture as occurring within entire works, not just brief themes, but also 
considers how the music is valuable in culture, its function in society, and meaning. The 
attentive listener listens beyond a superficial, emotional level and connects the listening 
experience to his/her own experiences and knowledge, creating personal meanings and 
connections over repeated hearings (Wallace, 2007). A student equipped with attentive 
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listening skills is thus better prepared to understand, appreciate, and explore, and perhaps 
enjoy, music from any style or genre than a student who is armed with factual 
information related to a largely unfamiliar body of music (Griffe!, 1978; Regelski, 2004; 
Yudkin, 2005; Dunn, 2006; Wallace, 2007). This potential is the primary reason I have 
prioritized the study of a non-traditional approach that focuses on developing attentive 
listening skills. 
Definition and Indicators of Music Appreciation. For the purposes of my 
study, I define music appreciation as achieved when a person's acquisition of factual 
knowledge combines with his or her listening skills and results in a positive attitude 
toward and behaviors indicating understanding of music and its value, meaning, and 
importance in culture. Further, I understand factual knowledge, listening skills, and 
attitudes as indicated by self-reported knowledge, opinions, and behaviors as indicators 
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of music appreciation. I recognize the role of the music appreciation course, therefore, as 
somewhat different from other courses in that instructors in the music appreciation 
classroom have the potential to equip students not only with knowledge of music history 
and elements but also to promote changes in students' attitudes and to encourage the 
development of listening skills. 
By providing the summary of the history of music appreciation in America which 
follows, I am seeking to trace pedagogical emphases which were not only fundamental to 
early music appreciation advocates but also persist in modem pedagogy, providing the 
foundation for and framework within which I have conceptualized my study. These 
persistent curricular components include the following: musical content drawn from the 
Western art music tradition, listening, composer biography, and historically chronological 
organization. While music appreciation was largely popular in America during the 1930s 
and 40s, critics of the movement voiced specific concerns related to these curricular 
emphases. Today, educators continue to offer similar criticisms and concerns, yet much 
of current pedagogy as reflected in textbook content and suggested by recent research on 
course content by Almujarreb (2000) and Renfroe (2005) adheres to the traditional 
approach. In addition, by adhering to an outdated pedagogy rooted in a culture promoting 
a musical hierarchy of classical is "good" and popular is "bad," music appreciation 
pedagogues may potentially perpetuate and encourage musical and social stratification 
and ultimately discourage students from exploring unfamiliar music. 
History of American Music Appreciation 
Keene (1982) credited John Knowles Paine and Thomas Whitney Surette as the 
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first to bring music appreciation into the American classroom and concert hall. In 1862, 
Paine, holding the chair of music position at Harvard, initiated a series of music lectures, 
related to history and aesthetic appreciation, and made them available to all 
undergraduate students. Surette, from 1880 through 1906, traveled throughout the United 
States and England presenting lecture recitals in which he demonstrated musical events 
on the piano. Keene summarized Surette's philosophy of music appreciation and 
approach to lecturing: 
The lectures dealt with the music itself rather than with the lives of the 
composers. Surette believed that the appreciation of music consisted of two 
points: the emotional and the formal. ... Real appreciation, believed Surette took 
place when the listener was able to perceive each of the elements in its proper 
relation (pp. 228-229). 
Other important American music appreciation pioneers include Mary Regal who 
introduced the first music appreciation course in a high school in Springfield 
Massachusetts in 1897 and Will Earhart who, in 1890, designed and implemented a high 
school music appreciation class titled "A Critical Study ofMusic" (Keene, 1982). 
The music appreciation movement in America reached its high point during the 
1920s and 30s. According to Pembrook (1997), music appreciation efforts during this 
decade "provided the foundation for both the materials and objectives found in more 
modem music appreciation classes taught today" (p. 23). At this time, music appreciation 
was not limited to collegiate coursework, but was found in textbooks, journal articles, 
television programs, books, recordings, and radio programs that flooded American 
society. From Frances Elliott Clark and the Musical Memory Contests of the 1920s and 
30s, to Damrosch's NBC Music Appreciation Hour ofthe late 1920s to early 1940s, 
12 
music appreciation efforts throughout this period incorporated the latest technology and 
were geared toward an audience of adult amateurs and young people with the goal of 
developing musical taste, knowledge, connoisseurship, and the aesthetic experience. 
Understanding music, particularly European classical repertoire, was equated at this time 
with an educated status, and the distinction between classical music as high art and 
popular music as low art was established (Keene, 1982; Levine, 1988; Chybowski, 2008). 
Technology and listening in early music appreciation. Throughout the history 
of music appreciation in America, educators have utilized technology in order to facilitate 
classroom instruction and improve students' listening skills. Although music appreciation 
pedagogues realized the importance of listening from the beginning, Frances Elliott 
Clark's introduction of the Victrola in Milwaukee public schools in 1909 revolutionized 
the way music appreciation courses at all levels were taught. Students could listen to a 
wide variety of performances by professional artists in their own classrooms without 
having to attend a live concert, and they could learn to appreciate music without learning 
to sing or play an instrument or relying on their teachers' performance abilities at the 
piano. Thus, in the case of Clark, her emphasis on listening was not a pedagogically 
motivated decision as much as it was a product of practical concerns. Technology 
allowed easier access to the music, and, though Clark desired to familiarize young people 
with classical music, the development of attentive listening skills was not a primary 
concern. 
Nevertheless, Keene (1982) maintained that the Victrola "became one of the 
greatest teaching aids ever for instruction in music and did more than any other one thing 
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to bring good music within the reach of every child" (pp. 258-259). Additionally, later 
on, Clark, as educational director for Victor Talking Machine Company, initiated radio 
broadcasts of music appreciation programs for school-age children in the 1920s (Mark & 
Gary, 2007). In Ohio, Alice Keith and Donzella Cross Boyle taught music appreciation 
courses on the radio during the 1920s and 30s (Keene, 1982; Mark & Gary, 2007). 
Clark and others incorporating technology focused their music appreciation 
efforts on grade school children, bringing music appreciation into the curriculum of 
public elementary schools across the United States. While primary and secondary school 
children were the focus of early music appreciation efforts, Clark's incorporation of the 
Victrola and the success of radio programs promoting music appreciation prepared the 
way for future inclusion of recorded music in collegiate classrooms. Though the 
collegiate music appreciation classroom today is most often occupied by undergraduate 
non-music majors, educators of music appreciation continue to incorporate technology 
such as radio, television, compact disc, computer, CD-ROM and mp3s in music 
appreciation curricula. Today, it seems inconceivable to teach music appreciation without 
the latest multimedia aids. 
The reliance on recorded music at the height of the music appreciation movement, 
though motivated principally by concerns of a practical rather than pedagogical nature, 
resulted in a sustained emphasis on developing listening skills; however, the importance 
of developing listening skills which allowed one to understand the work's formal and 
emotional elements as functioning as a whole, advocated early on by Surette, was 
replaced by a focus on memorization of themes. In a 1924 article titled "Music 
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Appreciation: The Education of the Listener," Birge identified listening skills as a 
primary goal of music appreciation: "education should function in life directly and not 
remotely . . . as everybody will listen to music, while comparatively few will be 
performers, all the children should be trained to listen with intelligence and 
understanding" (p. 16). Birge then explained how music teachers could incorporate the 
phonograph and other resources such as textbooks in their classrooms to help students 
develop listening skills and singled out the Musical Memory Contests as a particularly 
successful music appreciation program. In Musical Memory Contests, which were 
popular during the 1920s and 30s, children competed to identify the most classical 
compositions and composers after hearing a short excerpt or theme. Skillful listening, as 
rewarded and promoted in these contests, was the ability to recognize and memorize 
themes and did not involve developing the ability to understand how themes functioned 
within the context of a larger work. Keene (1982) identified several contemporary 
criticisms of the Musical Memory Contests that ultimately contributed to their end. 
Among these criticisms were the extremely competitive nature of the contests, the lack of 
actual music making, and the belief that memorization and recognition did not indicate 
actual appreciation. 
Early critics. Criticism of the Musical Memory Contests demonstrates that, 
though largely popular in appeal, music appreciation efforts were not without critics even 
during their height. In 1938 the well-known Marxist critic, Adorno (1838), published a 
severely critical essay vilifying the radio program The Music Appreciation Hour. From 
1928 to 1942, NBC broadcasted The Music Appreciation Hour as an educational outreach 
15 
promoting classical music to school-age children, from grade 3 to high school, in the 
United States and Canada. Airing during regular school hours, the program, hosted by 
Walter Damrosch, was comprised oflectures and graded according to four levels. In the 
lectures Damrosch emphasized instruments, emotion in music, form, composers, and 
listening. A testament to its popularity, particularly in the 1930s, was the publication of 
notebooks, worksheets, and instructor manuals to accompany the lectures. Howe (2003) 
noted that "for the 1933-1934 school year, 103,175 student notebooks were sold at a cost 
often cents each, and 13,700 instructor's manuals were sold at twenty cents for schools 
and twenty-five cents for the general public" (p. 73). 
In the essay, alongside Adorno's obvious German bias and characteristic jabs at 
American capitalism and the commercialization of classical music, the philosopher 
offered several relevant criticisms of and pedagogical errors in Damrosch's approach to 
music appreciation. In addition to pointing out factual errors, Adorno objected to the 
manner in which Damrosch isolated themes, taking them out of their musical context and 
encouraging students to memorize these excerpts as representing the essence of a musical 
work. Rather, Adorno argued that students should be taught that a theme "obtains its 
meaning only within a functional unity and not as a thing in itself' (1838, p. 332). In 
Adorno's view The Music Appreciation Hour overemphasized factual knowledge, 
essentially reducing appreciation to the ability to recite facts or remember themes. 
Damrosch's approach to music history was another aspect of The Music 
Appreciation Hour soundly dismissed by Adorno, who condemned Damrosch for 
promoting a "cult of personalities" which mythologized composers as great without 
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offering substantial musical evidence to establish a reason for their greatness. 
Additionally, Adorno viewed Damrosch's chronological presentation of the history of 
music, progressing from simple to complex forms as unhistorical, labeling the approach 
"absurd." To substantiate this description, Adorno offered the following example: "The 
comparatively old form of the fugue is one of the most difficult, and the layman finds it a 
hard task to understand a fugue" (p. 337). As an alternative, Adorno advocated making 
comparisons and contrasts among historical periods and forms in a manner that 
illuminated differences but refrained from labeling. For example, Adorno discussed 
teaching fugue in relation to sonata form: 
The correct procedure is to discuss the form of the fugue in contrast to its 
counterpart, the sonata form; then to elaborate the similarities and particularly the 
contrasts between the two most elaborate and, as they may well be called, 
"integral" musical forms. Thus, light could be thrown upon both the fugue and the 
sonata forms. It could be made clear, for instance, that the fugue is a 
fundamentally static, and the sonata a fundamentally dynamic form ( p. 337). 
Similarly, Adorno recommended a non-chronological approach that starts with familiar 
music of more recent centuries before delving in to earlier music in order to draw on 
existing musical knowledge as a basis for examining more difficult concepts and 
experiencing more challenging listening examples. 
Early textbooks. After examining myriad music appreciation pedagogical 
sources such as textbooks, "how-to" books, articles, concerts, and radio broadcasts from 
1900-1950, Himrod (1989) listed the following goals among early 20th-century 
educators promoting the inclusion of music appreciation in college curricula: "to have 
these courses ranked with other academic courses, to have college credit for music 
courses, to improve the quality of the courses, and to improve the quality of teachers" 
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(pp. 47--48). Because textbooks used in college appreciation classrooms at this time were 
often intended for multiple levels, from primary and secondary to high school and adult 
amateur, Himrod (1989) noted that the first college-level music appreciation courses 
lacked standardization. For example, in the text What Is Good Music, Henderson (1898) 
prioritized form, discussing the historical development of forms and genres individually 
rather than organizing the material according to historical periods and composers. 
Henderson also included aesthetic and performance discussions. One of the first 
textbooks specifically intended for a classroom setting was Surette and Mason's The 
Appreciation of Music, first published in 1907. In this text the authors stressed analysis of 
musical form as foundational to gaining an appreciation of the music itself. By contrast, 
in 1909, Earhart began publishing the series of booklets titled Master Musicians, which 
focused on major composers, their lives, personalities and genius, representative works, 
historical importance, and major terms (Keene, 1982). Hamilton, in the text Music 
Appreciation (1920), organized the material according to three types: piano music, 
chamber and orchestral music, and vocal music. Hamilton stressed form as exemplified in 
genres associated with each type and included information related to history and 
composer biography sparingly. 
Himrod (1989) recounted how, paralleling the rise of musicology in America, 
music appreciation began to be conflated with music history, beginning in the 1930s and 
continuing through the next two decades. In an effort to standardize instruction, Scholes, 
in Music Appreciation: Its History and Techniques (1935), suggested that music 
appreciation teachers' main task was to remove "obstacles" preventing students' 
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appreciation: texture, color, form, and style. According to Scholes, these elements were 
obstacles because students could not innately identify them and therefore needed a 
teacher to help them learn how to listen for them. Additionally, according to Scholes, 
students appreciate music when they understand and listen attentively to how these 
"obstacles" or elements function in music. In spite of Adorno's criticisms and warnings 
regarding the trend toward overemphasis on facts, in the 1930s, textbook authors of the 
1940s and 50s increasingly incorporated chronological music history and composer 
biography into music appreciation textbooks (Himrod, 1989). Though textbooks during 
these decades continued to be geared toward a variety of audiences and age groups 
(Himrod, 1989), many reflected a similar format, beginning with a discussion of musical 
elements or fundamentals, as Scholes recommended, and then moving to a chronological 
survey of music history organized according to periods, which highlighted major 
composers (Bernstein, 1937; Feldman, 1943). This organization persisted in post-World 
War II era textbooks (Fishburn, 1955; Machlis, 1955; Boyden, 1956) and soon became 
the standard. 
Contemporary views on the ideology of early music appreciation. Differing 
views among contemporary scholars seeking to illuminate the relationship between social 
class and canon formation during the early years of the music appreciation movement not 
only highlight the complexity of understanding social history but also provide useful 
insight into the philosophy of early music appreciation-facets of which have persisted in 
music appreciation to the present. In the late 19th and early 20th centuries, societal 
changes such as financial stability and improved education brought about by 
19 
industrialism, an interest in European philosophy and culture, and the rise of popular 
music not only contributed to the distinction between low art and high art but also 
reinforced a societal hierarchy ofhigh and low classes. The ideology ofthe work of art as 
transcendent, and resulting canon formation, guided the establishment of European 
classical concert life in America and early appreciation efforts, particularly the focus on 
Western art music. Locke (1993) explained that by elevating the canon of European 
masterpieces "the art experience was now carefully stratified and 'framed' in ways that 
intimidated or even effectively excluded members of the poor and working classes" (p. 
151-152). 
In the book Highbrow/Lowbrow: The Emergence of Cultural Hierarchy in 
America, Levine (1988) offered an unflattering and cynical appraisal of 19th-century 
concert life, arguing that concert repertoires became narrower and were occasions for 
members of the wealthy upper class to assert their superiority. Levine labeled the process 
of canonization and resulting social stratification "sacralization" and described the 
outcome of this ideology in the concert culture of the early 20th century: 
The masterworks of the classic composers were to be performed in their entirety 
by highly trained musicians on programs free from the contamination of lesser 
works or lesser genres, free from the interference of audience or performer, free 
from distractions of the mundane; audiences were to approach the masters and 
their works with proper respect and proper seriousness, for aesthetic and spiritual 
elevation rather than mere entertainment was the goal ( p. 146). 
Applying Levine's concept of"sacralization," Chybowski (2008) documented the 
societal movements and shared ideology that sustained notions of status and high art and 
speculated on how they contributed to music appreciation then and how it is 
characterized today. Chybowski argued that in addition to promoting the dichotomy of 
20 
classical is "good" music, popular is "bad" music, the music appreciation movement 
between 1890 and World War II perpetuated and solidified distinctions among race, 
gender, and social class (Chybowski, 2008).3 In Chybowski's view, music appreciation 
in its most influential decades was as much a social movement as it was pedagogical. 
From this social milieu emphasizing taste and connoisseurship, music appreciation 
pedagogy inherited a method involving teaching musical concepts in abstraction, as an 
academic subject removed from everyday musical experiences and focused on a 
decidedly Western repertoire. 
In an article appearing in 19th-Century Music, Locke (1993) presented an 
alternative view of early American concert life, taking issue with Levine's (1988) 
historical and social account as myopic and incomplete. Locke argued that Levine's 
caricature was not only misleading but also detrimental to modern-day concert life and 
pedagogy in America. In particular Locke objected to Levine's portrayal of"the concert 
as an event created and controlled by a small social elite concerned primarily either with 
assuring themselves a pleasant evening's entertainment or, worse, with celebrating their 
worldly position and lording it over the lower classes" (1993, p. 150). Though Locke 
3 In addition, Chybowski linked the emphasis on listening in early music appreciation as opposed 
to actual music making both with continuing the high art/low art distinction and with solidifying 
the field as male, not female. Music performing and instruction via private lessons were 
traditionally viewed as woman's work, and according to Chybowski, in order to masculinize their 
field and thereby legitimize it as an intellectual pursuit, early music appreciation pedagogues 
turned to listening: "they crafted their listening-focused approaches as more scientific and 
intellectual [male] than playing and singing [female]" (p. 74). Not only were early music 
appreciation pedagogues particularly concerned about the feminization of their field, but they 
were also wary of the potential incursions of popular music, especially jazz. In discussing the 
popularity of the 1920s "race records," Chybowski noted that "music appreciation advocates 
would decry the growing role of the recording industry in popularizing what they termed to be 
undesirable urban and racialized music" (p. 61). 
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acknowledged that Levine's cynical characterization was partially factual, the author 
maintained that scholars should not be ashamed of, nor feel the need to apologize for, 
teaching and promoting the Western canon. Pointing to the lives and documents of 
important figures like Samuel Eliot and John Sullivan Dwight, Locke maintained that not 
only were America's early symphony patrons unselfish in their fmancial support of the 
arts, but they genuinely craved the aesthetic experience provided by concerts. Locke 
argued that audiences during this time period came from diverse social classes and were 
in many cases amateur musicians themselves and not just consumers of music. Locke 
maintained that, though criticized by some as self-promoting propaganda, the various 
music appreciation agendas such as pre-concert lectures, open rehearsals, and radio 
broadcasts that spanned the late 19th through middle 20th centuries represented unique, 
unparalleled efforts in America to promote a musical heritage appreciated by many not 
simply as a vehicle for social promotion but as a valuable, meaningful, and relevant art 
form. 
Considered alongside Adorno's (1938) criticism, the contemporary views of 
Levine (1988), Locke (1993), and Chybowski (2008) illustrate complexities involved 
both in interpreting cultural factors which contributed to the popularity of music 
appreciation during its formative decades and in coming to terms with the influence of 
past pedagogy on present-day music appreciation efforts. Though Bernstein's "Young 
People's Concerts" were popular in the 1940s and 50s, music appreciation slowly 
disappeared from the public sphere during the late 20th century and found its way into 
the collegiate classroom. Critics like Chybowski and Levine would perhaps argue that 
22 
this occurred because upper class snobbery alienated the masses toward Western art 
music, while Locke might maintain that a decline in amateur music making, the rise of 
popular styles, and a consumerist attitude created less interest. Adorno predicted that the 
commercialization of the canon through efforts such as Damrosch's radio program would 
lead to its demise in American society; however, the music appreciation course remains a 
stable component of collegiate curricula across the country. Interestingly, through the 
lens of 21st-century music appreciation pedagogy, Adorno summarized issues such as a 
focus on facts and on prioritizing the identification of isolated themes over musical 
context which continue to concern music appreciation scholars and pedagogues of the 
21st century who grapple with many of the same methodological issues related to an over 
reliance on traditional approaches. 
Music Appreciation Post World War II 
Music appreciation courses at the collegiate level have been in existence since the 
early 1900s (Kudlawiec, 2000); however, music appreciation, as a required component of 
liberal arts curricula, did not become a staple in American post-secondary education until 
after World War II (Himrod, 1989). Though conflicted and criticized regarding the 
content of music appreciation courses, early pedagogues' emphases on Western art 
music, understanding of musical elements and form, factual knowledge related to history 
and composer biography, and the development of listening skills persisted after World 
War II and into 21st-century music appreciation pedagogy. Modem music appreciation 
collegiate courses remain very similar in content to the appreciation efforts of earlier 
decades (Almujarreb, 2000; Renfroe, 2005). This traditional approach to teaching music 
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appreciation is characterized generally by a chronological organization of material 
according to the six major stylistic periods in the history ofWestern art music. This 
approach is supported by scholars such as Fallis (1996) who described traditional music 
appreciation thusly: 
The traditional approach to teaching a music appreciation class has concentrated 
on explaining relationships between musical elements ... and their treatment 
within a genre or historical style .... The purists often begin with medieval music 
and proceed chronologically ( p. 32). 
Educators incorporating this approach may include music from other cultures, but often 
set it apart and do not integrate it into the discussion of other material. Traditional music 
appreciation emphasizes the acquisition of factual knowledge related to Western art 
music history, composer biography, musical elements, and musical terms. Listening is 
encouraged through the inclusion of listening maps or guides which highlight musical 
features such as form and texture and may include brief excerpts of musical notation. 
Educators also rely on numerous musical examples which are often no longer than five 
minutes. Underlying this approach is the assumption that knowledge about music history, 
an understanding of the elements of music, and recognition of major classical works will 
result in students appreciating music. 
Novel approaches. In spite of the prevalence of the traditional approach, music 
appreciation pedagogues have questioned its efficacy, lamenting that students are often 
unfamiliar with Western art music and styles, demonstrate no knowledge of musical 
notation or terminology, have little experience actually performing music, and possess 
poor listening skills (Gordon, 1996; Archetto, 2002). Others have voiced concerns that 
music appreciation pedagogy with its Western focus inherited from previous decades, is 
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irrelevant, oflimited practical usefulness, and elitist (Hosterman, 1992; Kudlawiec, 
2000). In light of these objections, one may question whether the approaches of early 
music appreciation are meeting the specific needs of modem-day undergraduate, non-
music majors. 
Several educators have offered alternative, novel approaches to teaching music 
appreciation at the collegiate level. In proposing a "contextual learning approach," 
Gordon (1996) noted several barriers preventing a traditional music appreciation course 
from meeting the educational needs of students: 
How is it possible in a single semester to develop life-long skills and interests, to 
introduce chronology and style to students who, for the most part, lack an 
understanding of music terminology, cannot identify the sounds of orchestral 
instruments, and are unable to perceive aspects of rhythm, melody, and harmony? 
... Is remediation the name of the game? (p. 103). 
Musicologists and pedagogues have articulated these student attributes as common 
problems in the music appreciation classroom, sought alternative methods to teaching this 
course, and presented new course curricula which emphasize non-traditional content 
(Griffel, 1978; Kirk, 1979; Callen, 1985; Ferrara, 1986; Archetto, 2002). For example, 
Kirk (1979) and Archetto (2002) advocated interdisciplinary approaches, which drew on 
student knowledge in other areas such as literature, art, drama, and philosophy. Callen 
(1985) proposed that movement could be incorporated in a music appreciation classroom 
not only to help students recognize musical elements but also to facilitate their 
connecting knowledge to the aesthetic experience. Both Griffel (1978) and Ferrara (1986) 
maintained that an approach that focused on developing listening skills was more relevant 
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and practical to students than traditional approaches that concentrated on the acquisition 
of factual knowledge. 
Textbooks. Novel approaches indicate that educators recognize deficiencies in 
the traditional approach and bring innovative teaching strategies to their music 
appreciation classrooms, yet collegiate-level textbook authors continue to focus on 
communicating historical, factual information related to Western art music, organizing 
the material chronologically. This organization and content, inherited from the formative 
years of music appreciation, has become so prevalent that it is difficult to imagine a 
college music appreciation textbook that does not adhere to this model. Though early 
music appreciation textbook authors like Surette and Mason (1921) designed their text to 
focus on the music itself, as the 20th century progressed, authors increasingly relied on 
composer biography and historical data related to music periods in designing music 
appreciation texts, particularly for use at the collegiate level (Almujarreb, 2000; Renfroe, 
2005). More recent music appreciation texts (Machlis, 1991; Kerman & Tomlinson, 
2004; Kamien, 2008) reflect early emphases, focusing on the musical elements Scholes 
termed "obstacles" and highlighting formal design in detailed "maps" that students 
follow while listening. Today, although textbooks do include listening maps, the majority 
oftextbooks (Machlis, 1991; Kerman & Tomlinson, 2004; Yudkin, 2005; Kamien, 2008) 
follow a chronological organization and highlight important composers, elements, and 
styles as they relate to historical periods. While music from other cultures may be 
included, it is set apart and not integrated into the material. 
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In the text Listen, Kerman and Tomlinson (2004) took a listening-based and 
analytical approach and supplemented this with composer biography and historical 
context. Machlis' (1991) text, The Enjoyment of Music, covered Western music 
exclusively in an approach that is chronological yet more detailed in its musical analysis, 
biography, and historical discussion than Kerman and Tomlinson. The authors of these 
texts covered basic musical elements of timbre, rhythm, pitch, form, notation, melody, 
harmony, texture, and style in the opening chapters and presented the music 
chronologically and categorized by historical style periods. Listening maps include brief 
excerpts of themes or moments from the musical score the authors' deemed significant 
alongside a description of the music, its form, texture, and other stylistic features. 
Students are instructed to listen to the music (provided in the CDs accompanying the 
textbook) and follow the listening map. In an effort to include music from other cultures, 
Kerman and Tomlinson inserted discussions of World Music called "Global 
Perspectives" at the end of major sections. This "tacked-on" approach to the inclusion of 
multicultural music may be perceived as marginalizing non-Western music. As evidenced 
in these traditional textbooks, the dual emphases on historical knowledge and analytical 
understanding of musical elements along with the detailed listening guides suggests that 
students are expected to have a general knowledge of the historical periods and styles, an 
analytical understanding ofbasic musical elements, and the ability to apply their 
knowledge listening contexts involving Western art music upon yompletion of the course. 
There are, though, a few examples of textbooks that are non-historical and geared 
specifically toward the development of listening skills. In Listening to Music, Crocker 
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and Basart ( 1971) emphasized the development of attentive listening skills as 
foundational to students' appreciation of music. The authors assumed that knowledge of 
standard musical notation and historical and biographical facts are not requisite for 
understanding music; therefore, they invented a unique, graphic musical notation, 
incorporating lines, shapes, and brackets to represent musical concepts such as line, 
texture, and rhythm and included minimal coverage of history and tradition. These 
authors concentrated on a musical repertoire of only 18 pieces, which were used to 
explain basic elements such as melody, texture, rhythm, harmony, form, and timbre. This 
approach focused on listening skills and aural analysis of musical elements. The 18 core 
pieces became the foundations from which the approach could spiral from familiar 
concepts to unfamiliar, more difficult concepts while still maintaining the knowledge 
previously acquired. By encouraging an in-depth knowledge of only a few pieces, the 
authors hoped not only to develop students' understanding and listening skills related to 
these pieces but also to foster more attentive listening practices that students could then 
translate to any listening situation. While Crocker and Basart did not encourage active 
music making in their approach, they did treat the development of attentive listening 
practices as a skill to practice in much the same way, or for the same purpose, as music 
making: encouraging a lifelong pursuit and enjoyment of music. 
Conceptual Framework 
In my overview of music appreciation in America, I described the processes 
through which American music appreciation educators have inherited a traditional 
approach and the characteristics of that approach. Pedagogues adhering to a traditional 
approach have prioritized a specific type of knowledge and have communicated this 
knowledge primarily via textbooks. Additionally, in American music appreciation 
pedagogy, a sustained and virtually exclusive emphasis on the music of the Western 
canon has reinforced social stratification and musical hierarchy. 
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This historical understanding in which I recognize the persistence of a traditional 
approach provides a framework for my pursuit of this study. Beyond that, though, a 
willingness to embrace the changing nature of my research process caused me to subject 
my conceptual framework to radical revisions; specifically, I have come to an expanded 
understanding of course content as reinforcing social hierarchies of race, gender, and 
class. I will discuss in more detail these concepts and outline an alternative approach in 
the paragraphs that follow, and I will posit my recommendations for future teaching and 
research in music appreciation in Chapter 5. In the remainder of this chapter, I will 
identify problems inherent in a traditional approach that extend beyond the pedagogical 
and broaden to include social concerns, thereby rationalizing my pursuit of a study, 
which examines the effectiveness of a non-traditional approach. 
Music appreciation in America historically has focused on music from the 
Western art tradition to the extent that not only it has become a defining feature of 
traditional music appreciation approaches, but students today enter the course expecting 
to cover classical music exclusively (Pembrook, 1997). Related to the assumption that the 
appreciation of music involves only Western art music, is the implication that, upon 
entering the "Music Appreciation" course, students do not appreciate music and must be 
taught how to appreciate it. In reality, though many students may not understand or 
appreciate classical music, we cannot assume that they do not appreciate any music. 
Because ofthe easy availability of music through electronic resources and because of 
greater ethnic diversity among college students in general, it is likely that music 
appreciation students today collectively appreciate a wider variety of music than ever 
before. 
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In critiquing curricular trends, Apple (1996) contended that we can identify social 
values communicated via traditions. According to Apple, curricular approaches adhering 
to a tradition tend to prioritize specific knowledge, and "textbooks and other curriculum 
material provide levers to pry loose the complex connections among economy, politics 
(especially the state), and culture" (p. 129). In the area of music appreciation pedagogy, 
Chybowski (2008) identified how cultural values and social hierarchies were 
communicated and reinforced through the traditional approach, which focused on music 
within the Western art music tradition. 
As documented by Chybowski's cultural history of the development of American 
musical taste (2008), traditional music appreciation prioritized and thus privileged 
knowledge of Western art music, resulting in a goal of seminal music appreciation efforts 
being "the maintenance of hierarchical distinction between classical music and its usually 
implicit, sometimes opposite-popular music" (p. 230). In addition to implying the 
superiority ofWestern music and culture, formative advocates of traditional, Western-
focused, music appreciation pedagogy actively strengthened the polarization of classical 
and popular music. Along with popular music, the educational emphasis on Western art 
music excluded non-western and World Music. According to Gustafson (2005), "the 
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notion of the primitive in music appreciation pedagogy continually back grounded the 
Western art music tradition; the words 'Oriental' or 'Asiatic' bespoke an exoticism and 
primitiveness that became the occasions for comparisons to the German greats" (p. 158). 
These educational emphases of music appreciation in America were not only 
fundamental to its cultural acceptance but also shaped and continue to shape traditional 
pedagogical approaches. 
On the pedagogical level, Locke (200 1) argued that the concept of the work as 
autonomous produced two misleading and ultimately ahistorical outcomes: the "grand 
narrative" and the "great man" (pp. 511-512). One of the most visible products of this 
concept is apparent in the organization and content of appreciation textbooks in which 
authors presented music history chronologically, unfolding a progression from less 
sophisticated to complex and focusing on the efforts of"genius" composers. As well, the 
emphasis in the area of listening on memorizing and identifying themes among early 
music appreciation pedagogues also reflects a conception of the work as autonomous in 
that they isolated themes not only from the whole work but from the broader cultural 
context. Finally, traditional pedagogues' concentration on factual, objective knowledge 
of composers, terms, and styles, resulted in an approach that, for the most part, did not 
incorporate active music making. 
To me, it would seem that a more relevant approach to teaching music 
appreciation should be an inclusive one, which begins by acknowledging global musical 
diversity and thus broadens the musical subject matter beyond western art music to 
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include genres from World Music and popular music.4 In addition to broadening the 
subject matter, educators must work to formulate goals that address and define all aspects 
of learning in music appreciation courses, including attitudes. Along these lines, Renfroe 
(2005) argued that changing attitudes may not be a realistic goal for a music appreciation 
course: 
If desired outcomes among music appreciation instructors were to include 
affecting students' attitudes, opinions, and knowledge of composers and their 
music, then these goals may not be achievable through music appreciation 
instruction (pp. 19-20). 
It is understandable that Renfroe (2005) would argue that changing students' attitudes 
toward composers is an unrealistic goal for a semester-long music appreciation course if 
the focus is exclusively on Western art music. If creating classical music converts is the 
goal of music appreciation, chances are that cannot occur in a single semester, 
particularly among students with little or no classical music background. Yet, as 
Kudlawiec (2000) pointed out, the term appreciation does imply a change in attitude, and 
it is not idealistic to expect and to work toward changing students' attitudes within the 
context of a music appreciation course. 
Problem 
Today, music appreciation is commonly understood as a collegiate course, in 
4In my opinion, "a classic" piece of music may come from any tradition or culture, whether or not 
it fits the traditional "classical" label. According to my definition, a classic piece may be anything 
from a symphony by Beethoven, to Bob Dylan's "All Along the Watchtower," to a Navajo 
ceremonial prayer. For the purposes of my study, though, I used the term "classical" out of 
necessity to refer to music which is generally understood and applied narrowly to the music of the 
Western art tradition as represented by the works of composers such as Bach, Handel, Haydn, 
Beethoven, Schubert, and Brahms. My incorporation of the term "classical" should not imply that 
I do not recognize the importance of a pedagogy that identifies and studies classics from a 
broader range of genres and cultures, not just from the Western canon. 
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most cases covering the canon ofWestem art music. Early on music appreciation was 
aimed at educating the masses, particularly children, in the "sacred" classical repertoire 
considered to be "high art," and modem educators have inherited from the early centuries 
of music appreciation the emphasis on the Western canon. This Western focus and 
inherited cultural mores reflect a hidden curriculum that has created unique barriers in 
modem music appreciation. The inclusion of the exclusively Western art music 
appreciation course as a degree requirement in many programs attests to the persistence 
of and tacit agreement with the hierarchical conception of Western art music in relation to 
popular and World Music. This becomes problematic because music appreciation 
classrooms in America today are occupied by students representing a wide variety of 
musical and cultural backgrounds; most often they are non-music majors, taking the 
course to fulfill a humanities requirement, not to learn more about Western art music. 
Students may approach a required music appreciation course with no objective other than 
to survive with a passing grade, particularly if they are unfamiliar with Western art music 
and thus interpret an exclusively Western focus as elitist, irrelevant, or ethnocentric. 
Without broadening the musical subje~t matter, instructors may reinforce these 
preconceptions which in tum would not only solidify cultural distinctions of high and low 
art but also, by extension, strengthen the divide between upper and lower classes, 
effectively alienating many students from Western art music. 
Though most students do come into the music appreciation classroom with prior 
and perhaps even extensive musical knowledge, it may not be classically-based-a 
deficiency which, though certainly not a weakness, becomes challenging when instructors 
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focus exclusively on factual information related to Western art music. In addition, 
instructors may reinforce student preconceptions that are potential barriers to their 
thinking and learning. These preconceptions include the ideas that classical music is 
irrelevant, only for the elite, boring and homogenous, and specialized, highly intellectual 
and requiring specialized skills such as the ability to read music. By utilizing a traditional 
approach, which focuses on communicating factual knowledge, an instructor may 
substantiate these preconceptions, reinforcing the notion that classical music is 
specialized, discrete, removed from everyday experience, and thus essentially irrelevant. 
By contrast, instructors who adopt an approach in which they recognize diversity in 
music and seek to develop skills such as those required for attentive listening, which are 
applicable to a variety of musical experiences, may motivate students unfamiliar with 
Western art music to explore unfamiliar music in general, whether or not it is from the 
Western art music repertoire. 
Because of these potential barriers, I believe music appreciation curricula should 
remain dynamic, and the effectiveness of traditional and non-traditional course content on 
cognitive gains as well as attitudes should be tested. Prior knowledge of Western art 
music is not requisite for success in a music appreciation course, and yet it is appropriate 
for instructors to seek to remedy the deficit in students' knowledge of this music. By 
excluding popular and World Music and by focusing on facts, educators may effectively 
discourage students and themselves from exploring unfamiliar music and reinforce 
musical and social hierarchies. Because the listening experience is common among all 
students in the music appreciation classroom, educators may find an approach, which 
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prioritizes the development of attentive listening skills, as opposed to listening that is 
primarily based on recognizing themes and elements, to be more relevant and useful for a 
broader spectrum of students, equipping and encouraging them to explore a wider variety 
of music. 
Need for the Study 
Early music appreciation pedagogues touted the superiority and autonomy of the 
canon of Western classics; the goal of music appreciation was to educate taste, the 
aesthetic experience, and connoisseurship (Keene, 1982; Levine, 1988; Himrod, 1989). 
Though the importance of Western art music in American culture can hardly be denied or 
overlooked, these goals of earlier appreciation efforts may no longer be relevant to 
American music appreciation students today (Griffel, 1978; Hosterman, 1992; Gordon, 
1996; Kudlawiec, 2000). And yet many modem music appreciation instructors utilize 
traditional approaches based on pedagogy of early years without the conviction that they 
are appropriate or effective (Fallis, 1996; Almujarreb, 2000; Renfroe, 2005). 
Music appreciation, though historically difficult to define, thus presents modem-
day educators with the opportunity to educate and equip students from a wide variety of 
backgrounds with meaningful and relevant musical skills that can be applied to the 
exploration of various styles and genres of music. The music appreciation course remains 
valuable in its potential to enrich and broaden students' musical experiences. Alongside 
this potential is the responsibility to gain a better understanding both of the effectiveness 
of pedagogical approaches and of just what constitutes music appreciation. History 
suggests that an accurate definition of appreciation and precise standards for the 
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measurement of appreciation may never be established, but the importance of listening 
has been maintained from the earliest days of appreciation pedagogy. Instructors who 
adopt an approach to music appreciation which focuses on developing attentive listening 
may reach out to a more diverse student population and at the same time develop a skill, 
inspiring more meaningful and lifelong interactions with music. There is a need for a 
study comparing the effectiveness of a traditional approach to an approach which takes as 
its starting point not Western art music but attentive listening skill development. 
Research Purpose and Questions 
The purpose of this study is to determine the effect of an attentive listening-based 
approach on the music appreciation achievement of college, non-music majors. In this 
study, indicators of music appreciation included factual knowledge, listening skills, and 
attitudes. I sought to answer the following main research question: 
RQ: Compared to a traditional approach, how effective is an attentive 
listening-based approach to teaching music appreciation? 
I collected data to address the following three sub-questions (SQ) related to the main 
research question: 
SQ 1: Is there a significant difference between the factual knowledge of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 2: Is there a significant difference between the listening skills of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
36 
SQ 3: Is there a significant difference between the indicators of attitudes 
in areas of knowledge, opinions, and behaviors of college students 
who receive an attentive listening-based approach and those who 
receive a traditional music appreciation approach? 
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Chapter 2. Review of Literature 
In examining the work of other researchers and pedagogues in the field of music 
appreciation, I discovered that, like me, many are aware both of the challenges the 
modem music appreciation course presents to teachers and of its vast opportunities and 
are working to gain a better understanding of music appreciation achievement and 
optimal teaching approaches in music appreciation classrooms. In this review of 
literature, I summarize findings of pedagogues proposing alternative approaches to 
teaching music appreciation, researchers surveying the current state of music appreciation 
in American undergraduate programs, researchers testing alternative approaches in music 
appreciation courses, and researchers measuring appreciation achievement as 
demonstrated in factual knowledge, listening skills, and attitudes. In addition to 
summarizing fmdings, I draw connections to my study, indicating how the research in 
this review has informed my design, methodology, topic, procedures, and data collection 
tools. Finally, I identify the gap in the literature that my study will fill. 
Suggested Alternative Approaches 
Pedagogues advocating non-traditional approaches to teaching music appreciation 
have articulated barriers among student populations and accompanying drawbacks of 
traditional approaches in music appreciation similar to those I detailed in Chapter 1. 
Convinced of the necessity of developing new teaching strategies, Archetto (2002) 
advocated an interdisciplinary approach. In implementing this approach, Archetto 
devoted half of a semester-long course to introducing basic musical elements and then 
during the second half of the semester drew on student knowledge in other areas such as 
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art, drama, and philosophy. In this interdisciplinary approach, Archetto used a music 
appreciation textbook and supplementary readings by authors such as Plato, Aristotle, 
Monteverdi, and Riemer, and taught music appreciation through integrating non-musical 
"bridges" from other subjects such as philosophy, drama, physics, psychology, and art. 
Archetto acknowledged that this approach may encourage "questions and issues that are 
not 'purely musical"' (p. 75), but maintained a conviction that traditional approaches 
were not meeting the needs of modem college students. 
Drawing on the concept of myth as present in literature and music, Kirk (1979) 
introduced a unique interdisciplinary approach to teaching music appreciation. In the 
classroom, Kirk encouraged students to identify literary myths or mythical figures such 
as Don Juan, Orpheus, Faust, and the Erl-King and explain and evaluate their 
corresponding musical representations. By connecting literary themes to music, students 
explored and uncovered consistent views related to music's meaning and value 
throughout history. Kirk believed that focusing on various presentations of a particular 
myth in literature prior to examining its musical parallel prepared students well for 
interpreting meaning in the music. During class time Kirk relied heavily on students' oral 
reports and discussions and intentionally avoided the traditional chronological, analytical, 
and historical approach, allowing student interest to guide course content. 
Similar to music educators who emphasized movement such as Dalcroze, Orff, 
and Kodaly, Callen (1985) advocated an approach to appreciation that incorporated 
movement. Callen believed movement in the music appreciation classroom could be used 
to help students recognize musical elements and "patterns of tension, suspense, and 
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relaxation" (p. 47). More importantly, though, Callen argued that recognition of these 
musical elements and patterns was only one facet of appreciation, and that movement 
could facilitate an appreciation of the expressive, "human dimension," of music (p. 47). 
Callen thus recognized the limitations of approaches that emphasize musical elements 
without connecting the acquisition of that knowledge to the aesthetic experience-a 
connection that, to Callen, was key to true appreciation. Though concluding that 
movement should not be incorporated in the classroom merely as a "useful tool," Callen 
did not provide specific directions or examples of curricula successfully integrating 
movement as a key means of teaching music appreciation. 
Griffe! (1978) maintained that the goal of music appreciation pedagogy should be 
to enhance students' perceptive listening skills and their ability to verbalize what they 
hear in the music. While course content should include fundamentals of timbre, rhythm, 
melody, harmony, and form as well as significant historical information, Griffe! believed 
the music appreciation classroom should become a "listening laboratory," because non-
music major students are primarily consumers of music rather than performers. Griffe! 
cautioned teachers against seeking to convert students to Western art music because it is 
inherently better than other music and believed students should be encouraged to make 
aesthetic judgments. 
According to Ferrara (1986), "responsive music listening is an act of critical 
thinking marked by a commitment to listen and to articulate, as fully as possible, the 
unfolding message of any musical work" (p. 122). Thus, Ferrara advocated "responsive" 
listening in an approach, which emphasized the social value of music. Ferrara contrasted 
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this approach to both traditional formalist approaches, which focus on musical structure, 
and historical approaches, arguing that neither allows students to interact with and 
experience music on a personal level. Ferrara argued that because Western art music was 
unfamiliar, students would view traditional, Western content as irrelevant. In Ferrara's 
opinion, rock music was the ideal vehicle for encouraging initial responsive listening 
skills which then could be extended to Western art music.5 Ferrara's method involved 
repeated listening to the same piece along five, progressively complex levels: open, 
syntactical, semantic, ontological, and open again. At the initial open level, Ferrara asked 
students to let the music dictate their perceptions and simply to write down any responses 
to the music. Then, at the syntactical listening level, Ferrara asked students to identify 
musical structures or sounds, taking note of elements such as rhythm, texture, and timbre; 
for semantic listening Ferrara probed deeper, asking students to describe not only the 
general mood of the piece but how the music conveys this mood. Ferrara maintained that 
semantic listening leads to the ontological step, as questions related to meaning naturally 
point to the culture in which the music was created. The fmal step in Ferrara's method 
involved returning to open listening, allowing the understanding gained from all previous 
listening to interact, "forming a conceptual gestalt" (p. 128). As students progressed from 
lower to higher levels of listening to rock music according to this method, Ferrara argued 
that they uncover multiple levels of meaning in rock and acquire valuable listening skills, 
which in tum open "students to an experience of all great music that is at once addicting, 
5 Essentially, Ferrara promoted the value of rock and popular music only as it helped to 
understand Western art music. In my opinion, a method utilizing rock and popular genres as a 
"bridge" to understanding Western art music perpetuates the hierarchy of "high" and " low" art I 
discussed earlier. 
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challenging, and enriching" (p. 129). 
Though not employing experimental research procedures, these pedagogues, in 
advocating alternative, non-traditional approaches, highlighted the barriers in student 
preparedness and the inadequacies of traditional approaches. Their approaches, though 
different, are aligned with the attentive listening-based approach I incorporated in my 
study, and their ideas informed the development of my conceptual framework. All argued 
that an overemphasis on either factual knowledge (Kirk, 1979; Callen, 1985; Archetto, 
2002) or Western art music (Griffel, 1978; Ferrara, 1986) is impractical and not 
conducive to students' understanding of the musical work or its meaning due to 
unfamiliarity and resulting irrelevance. Additionally, Ferrara and Archetto recommended 
starting with music that is familiar to students, allowing them to draw on existing 
knowledge and thus to locate meaning and relevancy more readily. The attentive 
listening-based approach I incorporated in my study reflects these features in that it 
prioritizes the understanding of musical meaning above the acquisition of factual 
knowledge, begins with familiar, accessible music, and is not focused exclusively on 
music in the Western art tradition. By emphasizing critical listening, Griffel (1978) and 
Ferrara (1986) suggested approaches that most closely parallel the attentive listening-
based approach of my study. Their belief in the listening experience as fundamental to 
appreciating the meaning of a work is an important philosophy underlying the attentive 
listening-based approach. By extension, the repeated listening to a work with sustained 
and critical attention as presented by Ferrara, was a vital component of the attentive 
listening-based approach. 
Researchers Examining Current Instructional Approaches in Music Appreciation 
Courses 
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In two recent studies (Almujarreb, 2000; Renfroe, 2005), researchers surveyed 
and described teaching strategies incorporated in university-level music appreciation 
classrooms. Almujarreb (2000) examined instructional approaches via a questionnaire 
and developed a strategy for incorporating music appreciation as a course for the Kuwait 
College of Basic Education. Almujarreb sent 200 questionnaires to college and university 
music appreciation teachers randomly selected from the Directory of Music Faculties in 
Colleges and Universities, US. and Canada, 1999-2000; 103 teachers responded to the 
questionnaire. On the questionnaire, the researcher solicited general information related 
to number of credits, class size, and frequency of offerings as well as specific information 
related to textbook, organization of content, emphases, and evaluation. 
Results indicated that at the institutions Almujarreb surveyed the majority (97%) 
included the music appreciation course as a part of the general education offerings for 
non-music majors. In 80% of the institutions music appreciation was a three-credit 
course, and 90% offered the course every semester. Almujarreb reported that the most 
popular textbook was Kamien's Music: An Appreciation (1999), incorporated in 32% of 
music appreciation classes surveyed, and Machlis and Forney's The Enjoyment of Music 
(1999) was the next most popular text (16%). Seventy-one percent of respondents 
indicated that they began the course with a presentation of the elements of music and then 
organized course material chronologically. The majority of respondents (78%) 
emphasized Western art music, and 90% stressed listening skills. Other important areas 
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of emphasis among respondents were musical style, composers, music fundamentals, 
mt).sical structure, and music literature. Additionally, the researcher found that the most 
popular teaching strategies were lecture, used by 99% of respondents, guided listening 
(94%), and audio-visual presentation (72%). Ninety-three percent of respondents 
indicated that they used objective tests to evaluate student achievement. Other popular 
evaluative measures were listening exams (73%) and concert reviews (70%). Almujarreb 
reported that 42% of respondents required 30-60 minutes of outside listening per week 
and 25% required one hour per week. Based on these findings Almujarreb designed a 
course of study for the Kuwait College of Basic Education, which focused on Western art 
music and the development of listening skills, covered the history of music 
chronologically, and emphasized musical elements and prominent composers. 
In order both to assess current teaching practices and to propose standardized 
course objectives, Renfroe (2005) surveyed southeastern colleges and universities 
accredited by the National Association of Schools ofMusic (NASM). Perceiving a 
general lack of focus in music appreciation pedagogy as evidenced by a variety of 
philosophical stances and teaching approaches, Renfroe argued for a unified approach 
which prioritized listening skills and promoted the understanding of musical elements. In 
a review of five textbooks, Renfroe found that music appreciation textbooks emphasized 
factual information related to history and composer biography within the Western art 
music tradition and questioned the efficacy of this approach for promoting appreciation; 
however, Renfroe's purpose was not to suggest an alternative approach but rather "to 
compile a set of core instructional objectives that is descriptive of common methods or 
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approaches to teaching music appreciation" (p. 32). 
To that end, Renfroe (2005) identified 102 public and private schools in the 
southeast who were accredited by and listed in the NASM Directory (2001) and contacted 
music directors at each school requesting their participation in the study. Of the 1 02 
directors, 59 agreed to participate, and Renfroe sent each a researcher-designed online 
questionnaire. The questionnaire contained 77 items the researcher designed to gather 
information related to course goals, purposes, objectives, enrollment, textbook, hours of 
instructional time, whether the course is required, other available fme arts courses, and 
qualifications and numbers of instructors. Questionnaire results indicated that the 
majority of participants viewed developing an understanding of musical elements as the 
primary goal of a music appreciation course. Additionally, Renfroe reported that the 
majority of participants identified 15 objectives, including behaviors such as describing 
style traits, recognizing meter, defming musical concepts, identifying orchestral 
instruments, and identifying major composers from the historical periods. From these 15 
objectives, Renfroe inferred the following three core objectives: "1) Discussion of music 
concepts, form, instruments and style from ancient history to present; 2) Discussion of 
the lives of persons who compose, perform and promote music; 3) Development of music 
listening skills" (p. 185). Similar to Almujarreb's (2000) fmdings, the majority of 
participants in Renfroe's study preferred to teach music appreciation using either Machlis 
and Forney's The Enjoyment of Music or Kamien's Music: An Appreciation, offered the 
course as an elective, and required 2.5 to 3 hours of instructional time. 
Based on questionnaire responses, Almujarreb (2000) and Renfroe (2005) 
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described American music appreciation classrooms fitting my definition of traditional 
music appreciation pedagogy and indicated that many educators today adhere to a 
traditional approach. Both researchers found that the majority of teachers participating in 
their studies focused on Western art music, used textbooks following a historically 
chronological presentation of material, emphasized factual knowledge related to 
composer biography and musical elements, and prioritized listening. Renfroe noted the 
variety of philosophies and goals among music appreciation pedagogues and proposed a 
set of core objectives to guide modem educators, commenting as well on the lack of 
standardized tests measuring appreciation. Along these lines, though both Almujarreb and 
Renfroe provided useful descriptions of course structure and content, neither addressed 
whether appreciation, and specifically a positive attitude toward classical music, is 
achieved through a traditional approach. 
Like my study, listening was among the skills Almujarreb (2000) and Renfroe 
(2005) identified as an important goal to music appreciation teachers. According to 
Almujarreb and Renfroe, teachers' stated listening goals and activities most often related 
to the ability to identify aurally musical elements and themes. While Almujarreb 
surveyed only outside listening and concert attendance requirements, Renfroe was more 
detailed in describing teachers' listening objectives, stating that teachers want students to 
gain a familiarity with themes from "music masterpieces" and to develop the ability to 
recognize musical elements of mode, meter, timbre, and consonance/dissonance. Renfroe 
admitted that, although the majority of respondents (81 %) prioritized memorization of 
themes, "Theme Recognition is a memory measurement that does not equate to the 
primary emphasis or desired outcomes of instruction in music appreciation" (p. 170). 
Neither researcher asked respondents to comment on teaching strategies or to elaborate 
on specific approaches for encouraging listening skills. In my study, I compared the 
effectiveness of the prevailing, traditional approach to teaching music appreciation as 
described by Almujarreb and Renfroe to an attentive listening approach. 
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Alongside studies by Almujareb (2000) and Renfroe (2005), Pembrook's (1997) 
examination of expectations and satisfaction levels in music appreciation students 
appears to bolster the effectiveness of traditional approaches. Participants were 81, non-
music major students enrolled in a one-semester music appreciation course at the 
University of Missouri-Kansas City. In order to assess participants' musical backgrounds, 
listening activities, motivations and expectations, positive outcomes derived from the 
course, and frustrations related to the teaching approach, Pembrook administered two 
questionnaires, one at the beginning of the semester and another at the end, to all 
participants. For the duration of the course, a teacher other than the researcher taught the 
class, and all participants experienced music appreciation instruction involving primarily 
lecture but also including guided in-class listening and live performances by faculty 
members. 
Based on participant responses to the questionnaires, Pembrook concluded that 
the music appreciation course, taught according to a traditional, historical-chronological 
approach, met the expectations of participants in content and was a satisfying learning 
experience overall even though participants may not listen primarily to classical music or 
may not participate in musical activities. On the pre-questionnaire, participants indicated 
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a desire to learn about Western art music, its history, styles, forms, and major composers. 
Additionally, Pembrook used open-ended questions to assess participants' listening 
preferences prior to taking the class and summarized preferences according to categories. 
According to Pembrook, 28% of participants preferred rock, 26% classical, 20% jazz, and 
18% country. In responding to questions related to their expectations for the course, 24% 
of participants stated their desire to be able to identify aurally the style or period of a 
piece; 15% wanted to recognize "great masterworks" of Western art music; 13% 
indicated an interest in music history; and 9% simply stated their desire to appreciate 
classical music. Participants responded to the fmal questionnaire by indicating that the 
class met their expectations by focusing on Western art music, music history, "great" 
composers, and listening. Additionally, on the fmal questionnaire Pembrook found that 
participants valued the listening component, with 26% naming listening as the most 
enjoyable aspect of the course and 66% reporting changes in their listening behaviors as a 
result of the course. Interestingly, Pembrook reported a drop in participants' listening 
enjoyment from pre-questionnaire to final questionnaire. 
Some may fmd Pembrook's results encouraging; however, while Pembrook 
concluded that participants in the study valued classical music, it is probable that student 
expectations for music appreciation courses as reported in this study merely reflect the 
degree to which traditional content is ingrained in contemporary undergraduate 
education. Further, the results of this study should be treated cautiously because 
Pembrook surveyed only one group of participants, and all participants received the same 
type of instruction. Though acknowledging aesthetic goals of music appreciation as 
48 
important, Pembrook did not explore how the music appreciation course affects attitudes. 
Researchers Testing the Effectiveness of Teaching Approaches on Music 
Appreciation Achievement 
Sporre (1997) and Eakes (2009) implemented a sociocultural approach in the 
music appreciation classroom and compared the effectiveness of traditional and 
sociocultural approaches. In designing content and planning lessons for the sociocultural 
approach, Eakes followed Sporre's (1997) four functions of music in society: enjoyment, 
political and social commentary, therapy, and artifact. Each function comprised a 
separate unit in Eakes's sociological curriculum. Another defining feature of the 
sociocultural approach was that it included music outside the Western art tradition, with 
musical selections from World Music and popular genres. Eakes labeled the traditional 
approach, chronological, defining it as an approach based on music from the Western 
canon, beginning with an introduction to the musical elements and then examining the 
historical periods chronologically. Eakes used the same textbook, Charlton and Hickok's 
Experience Music! (2009) for both approaches, covering only musical examples included 
in the textbook with the chronological approach and supplementing the textbook listening 
examples with popular music and non-western music in the sociological approach. 
Additionally, Eakes examined the effectiveness of the two curricular approaches 
(traditional or sociocultural) in two different instructional contexts, online or face-to-face. 
Participants (N = 95) included undergraduate students enrolled in four sections of a music 
appreciation course and comprised the following four treatment groups distinguished 
according to instructional format and curricular approach: face-to-face sociocultural, 
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online sociocultural, face-to-face chronological, and online chronological. Participants in 
all groups received instruction from the researcher. In addition to supplementing the 
textbook listening examples, for participants in sociocultural sections, Eakes provided 
extra articles and did not present material chronologically. 
In order to evaluate participants' music achievement, Eakes collected data from a 
researcher-designed achievement test as a pretest/posttest and participants' written 
concert critiques as a posttest only. The achievement test included 50 multiple-choice 
questions related to musical vocabulary and elements, with 10 questions devoted to 
listening. For the listening questions, the researcher asked participants to identify musical 
elements such as timbre, texture, tempo, and harmony after listening to a musical 
selection. Results of an analysis of covariance comparing participants' achievement as 
measured by their pretest/posttest scores on the achievement test, with musical 
experience as the covariate, indicated that participants in all groups demonstrated 
significant gains (p < .001) in music achievement. Analyses comparing changes in 
achievement among sections revealed that participants in socio-cultural sections scored 
significantly higher (p < .001) than those in chronological sections. On the concert 
critique assignments (p < .001), participants in sociocultural sections scored significantly 
higher than those in chronological sections. 
Based on these results, Eakes concluded that teaching music appreciation from a 
sociocultural approach was an effective alternative to a traditional approach. Like the 
attentive listening-based approach in my study, Eakes's sociocultural approach 
incorporated non-Western music and was non-chronological. My study also shares 
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similarities in methodology with Eakes's study. Like Eakes I sought to control for threats 
to validity by teaching all classes and used a researcher-designed achievement test to 
assess participants' factual knowledge, administering the identical test to participants in 
both classes. In order to control for differences in participants' prior musical experiences, 
Eakes used years of experience as a covariate in analyzing the results of the achievement 
test. Similarly, I included an achievement test to assess participants' factual knowledge 
and sought to equalize the classes by music aptitude. While Eakes incorporated the 
achievement test as pretest and posttest, I used the achievement test as a posttest only. 
Items on Eakes's achievement test included items related solely to vocabulary and 
elements and did not address participants' knowledge of composers, history, or works as 
I did in my achievement test. Additionally, Eakes included listening questions on the 
achievement test, but did not analyze listening skills as a variable indicating appreciation, 
which I do in my study. 
In describing the two approaches, Eakes did not elaborate on differences between 
the approaches enough to establish that they were indeed unique treatments. For example, 
Eakes did not provide a clear definition of the sociocultural approach. Though noting the 
basis of the approach in Sporre's four functions of music in society, Eakes offered no 
other evidence for a sociological approach other than its non-chronological organization 
and inclusion of non-western and popular music. In reporting the procedures in my study, 
I have sought to make explicit the distinctions between the two approaches by explaining 
in detail not only content and organization of each class but also my teaching practices in 
the classroom and my personal observations from teaching according to each approach. 
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Listening Skills. Researchers have investigated the effects of cooperative 
learning strategies in the music appreciation classroom on students' listening skills 
(Hosterman, 1992; Holloway, 2001; Smialek & Boburka, 2006). Holloway (2001) sought 
to determine whether the cooperative action learning approach was a more effective 
approach than a lecture approach in developing the listening skills of college freshmen 
and sophomore music appreciation students, specifically in their ability to perceive 
melody, form, meter, timbre, and modality in a musical work. The researcher conducted 
the experiment during one, 15-week semester, with 88 college music appreciation 
students from three different colleges serving as participants. Three different instructors 
taught the participants, and each instructor chose which method (lecture or cooperative 
action learning) he/she preferred. Participants in the control group received lecture-based 
instruction, while experimental group participants received the cooperative action 
learning approach, which incorporated group work and hands-on learning projects. 
Holloway provided instructors of experimental classes with 45, researcher-designed 
lesson plans alongside directed listening exercises, group activity directions, discussion 
topics, and worksheets to accompany the lessons. For the experimental group, Holloway 
assigned readings and based lesson plans on Kamien's (1992) textbook Music: An 
Appreciation; it is unclear whether the control group used this textbook as well. 
Cooperative action learning activities included group presentations, role playing, and 
group composition projects. Participants in the experimental group also completed 
individual directed listening exercises, which they shared and discussed in class after 
completing. Though providing skeletal lesson plans and worksheets that were used in 
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collaborative learning classes, Holloway did not elaborate on what actually took place in 
either control or experimental classrooms. It is possible that instructors of the 
experimental groups lectured, and control instructors may have engaged the class in 
discussion and guided listening. 
Each group took the Hevner Test for Musical Concepts (1956) as a 
pretest/posttest and a researcher-designed Musical Background Questionnaire. The 
experimental group completed a researcher-designed Cooperative Action Learning 
Questionnaire as well. Both groups took an identical achievement test at the end of the 
semester, but Holloway did not report the results of this test in the study. Multivariate 
repeated measures analysis of variance revealed that posttest scores of the cooperative 
action learning group were significantly higher in listening achievement than the control 
group in areas of melody, meter, and timbre (p < .05). Holloway suggested that future 
research on the effectiveness of cooperative action learning make use of larger classes. 
In my study, like Holloway, I assessed listening skill achievement in the context 
of a music appreciation classroom. The five features of musical works, namely melody, 
form, meter, timbre, and modality, which Holloway isolated as indicative of skillful 
listening are elements I highlighted in guided, in-class listening activities in both 
classrooms. It is unclear what role Holloway's fmal test played in the study. Iflistening 
was included on the final test, the results may have shed additional light on participants' 
listening achievement. Like Eakes, Holloway did not sufficiently distinguish between the 
two approaches. Holloway was unclear about what comprised class time in the control 
approach and did not describe any listening taking place in control classrooms. It is 
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difficult to imagine that instructors of control classes did not include any listening, and 
information relative to instruction in control classrooms, specifically in listening, would 
have strengthened Holloway's results. In my study, the attentive listening-based approach 
is similar to the cooperative learning approach in that I devoted more class time to 
discussion. 
Hosterman (1992) and Smialek and Boburka (2006) reinforced Holloway's 
fmding that cooperative learning is an effective method for improving students' listening 
skills. Hosterman studied the effects of cooperative learning techniques and lecture 
methods on students' achievement in four areas of music appreciation: knowledge of 
musical elements, music history, listening skills, and attitudes. Students in six sections of 
an undergraduate music appreciation course served as participants (N = 190). Participants 
in three sections received instruction according to a lecture format, while participants in 
the other three sections received instruction using cooperative learning strategies such as 
small group activities. Participants in both groups completed Gordon's Advanced 
Measures of Music Audiation (1989), a researcher-designed musical background 
questionnaire, and Kolb's Learning-Style Inventory (1985). Hosterman measured 
participants' knowledge ofmusical elements, knowledge of music history, and listening 
skills via a researcher-designed fmal exam posttest and measured participants' attitudes 
via a researcher-designed Music Appreciation Attitude Inventory pretest/posttest. While 
participants in both groups scored similarly on the musical elements and history sections 
of the final exam, Hosterman found that participants in the experimental group scored 
significantly higher (p < .02) on the listening portion of the final exam when compared to 
participants in the control group. Hosterman concluded that cooperative learning is an 
effective method for teaching music appreciation and may be superior to a lecture 
approach in promoting listening skills. 
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Hosterman's identification of knowledge of music history, musical elements, 
listening skills, and attitudes as indicators of appreciation supports my inclusion of 
factual knowledge, listening skills, and attitudes as three components of music 
appreciation in my study. Several aspects of Hosterman's study influenced the design of 
my study. In addition to incorporating Gordon's Advanced Measures of Music Audiation 
(1989), Hosterman designed a two-part fmal, cumulative exam, assessing factual 
knowledge and listening skills, administered as posttest only and an attitude survey, 
assessing attitudes in areas of perceptions of knowledge, opinions, and behaviors 
administered as pretest/posttest. 
In an effort to determine the effectiveness of cooperative learning on critical 
listening skills, Smialek and Boburka (2006) extended previous cooperative learning 
studies by Hosterman (1992) and Holloway (2001) and focused on critical listening skills 
related to the perception of meter and texture and to the identification of style, genre, and 
composer. Undergraduate, non-music major students enrolled in 12 sections of a music 
appreciation course volunteered to participate (N = 214). Over the course of four years, 
participants received instruction from the primary researcher according to one of three 
treatments . The control group (n = 68) was taught by the researcher in a lecture-type 
format. Participants in one experimental group (n = 84) received instruction according to 
a lecture format for all but four class periods during which they engaged in cooperative 
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learning exercises, while participants in the other experimental group (n = 62), in addition 
to participating in the four cooperative learning exercises, completed five, style analysis 
group listening exercises designed to help them determine the stylistic features of 
historical periods. During the course of the four-year study, at the conclusion of each 
semester, all participants took an identical final exam, a portion of which included 
listening items. By analyzing participants' responses to the listening portion of the fmal 
exam, the researchers found that the second experimental group scored significantly 
higher on listening questions in the areas of texture (p < .05), compositional genre (p < 
.01), and musical style period (p < .05) than the other two groups. The researchers 
concluded that a consistent use of cooperative learning strategies is perhaps more 
effective in promoting critical listening skills than either a lecture format or a more 
sporadic incorporation of cooperative group activities. 
Design aspects of Smialek and Boburka's study were helpful to me in planning 
and implementing my study. In developing and administering the listening portion of my 
final achievement test, I looked to these researchers' description of their listening exam. 
In writing the questions for my test, I asked participants to identify elements of texture, 
timbre, modality, and form as exemplified in listening selections, and, like Smialek and 
Boburka, also included items that asked participants to identify composer, period, and 
genre. Additionally, in choosing listening selections, I used selections which I covered in 
class along with selections not included in course listening requirements and were likely 
unfamiliar to participants. The treatment period in Smialek and Boburka's study extended 
over the course of four academic school years during which the groups were not tested 
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simultaneously. Though the treatment period in my study occurred over only one 
academic school year, I also did not test groups simultaneously. Because non-
simultaneous treatment is a less than ideal design, Smialek and Boburka' s study was 
important in establishing a precedent for using this design in my study. As I do in this 
study, Smialek and Boburka differentiate between passive listening and active, critical 
listening. Further, attentive listening, as I have defmed it for the purposes of my study, 
closely resembles critical listening as explained by Smialek and Boburka: 
We define critical listening as a combination of perception and critical thinking. 
Identifying various attributes of musical elements ... is essentially perceptual in 
nature. Recognizing musical texture takes a further degree of critical thinking, 
because the listener must first cognitively "dismantle" the various layers heard 
in a piece's musical fabric and then decide whether they function as either 
melody or accompaniment. ... Attributes of a number of musical elements must 
first be perceived. The listener then compares the resulting pattern of elements to 
those characteristic of a particular style, genre, or composer to determine the best 
fit (p. 61). 
For the purposes of my study, attentive listening involves taking the critical observations 
as described by Smialek and Boburka a step further by connecting them to prior 
experiences and cultural, historical facts, establishing or pursuing the meaning of a work. 
In my study, I sought to circumvent flaws in the design of cooperative learning 
studies. Holloway did not mention a pilot study to test the validity and reliability of the 
two researcher-designed questionnaires, and Smialek and Boburka did not provide the 
reliability of their listening exam. In order to establish validity and reliability of my 
assessment tools, I piloted both the questionnaire and fmal achievement test. Though 
Smialek and Boburka's study (2006) does support and refine the findings of Holloway 
(2001) and Hosterman (1992), several important weaknesses threaten its validity and 
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therefore the degree to which its findings can be generalized. First, the study took place 
over a period of four years, and, because the researchers did not administer a pretest or 
otherwise account for differences in listening skills among participants prior to treatment, 
their groups may not have been equivalent in listening skills at the outset of the study. 
Along with the promising results of Holloway (200 1 ), Hosterman (1992), and 
Smialek and Boburka (2006), researchers have identified weaknesses related to the 
effectiveness of cooperative learning strategies in general (Johnson & Johnson, 1999; 
Hopper, 2003). Specifically, the inequality of abilities and learning styles represented in 
groups may inhibit critical thinking in weaker students, and some students do not work 
well in groups. In addition, practical and logistical concerns may preclude easy 
incorporation of cooperative group activities in music appreciation classrooms. The size 
of music appreciation sections, which may include up to 70 or more students, makes 
dividing into small groups during class time difficult and time consuming; however, these 
group activities could be integrated in online learning environments or assigned as 
projects to be completed outside the classroom. In spite of these drawbacks, research on 
cooperative learning in the music appreciation classroom (Hosterman, 1992; Holloway, 
2001; Smialek & Boburka, 2006) indicated that cooperative learning activities improve 
students' listening skills. Though I did not include cooperative, group learning strategies 
in my teaching for this study, there are aspects of cooperative approaches which I sought 
to bring into the attentive listening-based classroom, specifically the emphasis on 
developing critical, attentive listening skills which entail listening to and understanding 
multiple musical events simultaneously (Smialek & Boburka, 2006) and the inclusion of 
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in-class discussions that address participants' experiences with music (Holloway, 2001). 
Attitudes. Speculating that repetition may encourage greater enjoyment of music, 
Johnston (2009) investigated the effect of repeated listening to selected musical examples 
on student attitudes. Participants (N = 174) were students enrolled in three sections of a 
music appreciation course; a different instructor taught each section. The researcher 
devised a demographic questionnaire and a test measure, which included a music 
preference questionnaire to be completed in conjunction with series of 10 audio musical 
examples. Johnston chose all musical examples from the Romantic period. Treatment 
took place over the course of five weeks. Participants in the control group (n = 78) 
attended two testing sessions during which they completed the demographic 
questionnaire and took the test measure as a pretest/posttest. Participants in the 
experimental group (n = 96) attended eight testing sessions, during which they completed 
the demographic questionnaire and took the test measure eight times, with the same 
musical examples presented in a different order. Participants in both groups also 
completed a second posttest that followed the same format as the first test measure but 
containing different musical examples. 
Results indicated that, after the series of eight repeated exposures to the test 
measure, experimental group participants' preference ratings were significantly higher 
(p < .000) compared to their initial ratings following the first exposure. Based on these 
results, Johnston concluded that "if positive attitudinal response towards a stylistic genre 
in general is an educational goal, results of the present investigation indicate that repeated 
exposure to a few select examples may be an effective measure" (p. 111 ). Additionally, 
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Johnston recommended that future research into the effects of repetition on attitudes 
include longer musical examples, such as entire movements of works, and works from 
other style periods and genres. Johnston's findings relate directly to my study in that they 
indicate that an approach involving repeated listening promotes positive attitudes. For the 
attentive listening approach class in my study, I utilized a core repertoire of musical 
works, which I returned to repeatedly throughout the semester. This repertoire included 
styles from popular and World Music genres as well as examples from the Western art 
music tradition. Musical examples I incorporated in the attentive listening approach were 
also entire works, such as symphonies, string quartets, and jazz choruses, rather than brief 
excerpts. 
Knowledge and attitudes. Researchers have endeavored to clarify the 
relationship between the acquisition of factual knowledge and attitudes in the music 
appreciation classroom by testing the effect of knowledge on attitude. Halpern (1992) 
investigated the effect of historical and analytical factual content on students' preferences 
for unfamiliar musical works. Participants included 45 undergraduate, non-music-major 
appreciation students who were assigned to one of three groups: control, historical, and 
analytical. The researcher sought to equalize groups by evenly distributing participants 
having two or more years of private musical instruction among the three groups. Each 
group listened to a 35-minute recording of musical selections. Prior to listening, 
participants in the analytical group read a packet of analytical information describing the 
form and style of each piece, and participants in the historical group read a packet of 
historical information related to composer biography or historical setting of each piece. 
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The control group listened to the music without reading any background information. 
After listening to the recording, participants in all three groups completed five 
questionnaires containing Likert-type items designed by the researcher to gauge their 
preference for the works. The researcher included an additional questionnaire item to 
participants in the analytical and historical groups. For this item participants were asked 
to rank the degree to which either the analytical or historical information affected their 
enjoyment of the music. 
Following treatment, Halpern ran an analysis of variance on participants' 
questionnaire responses and found that the historical group had a significantly greater 
(p < .01) preference for one of the pieces when compared to the other two groups. On the 
additional questionnaire item, 14 out of 15 participants in the historical group indicated 
that the historical information positively affected their enjoyment of the music, while 
only six out of 15 participants in the analytical group indicated that the analytical 
information helped them enjoy the music more. Seven analytical group participants 
expressed that the information did not affect their enjoyment, and two indicated that the 
information affected them negatively. Based on these results, Halpern concluded that the 
historical approach was a valid method for teaching music appreciation and suggested 
that students with limited prior musical knowledge may find historical details especially 
helpful. Though not instructed by the researcher to do so, several participants offered 
additional written comments to their questionnaire responses. According to Halpern, 
these qualitative comments from participants in the analytical group suggested that 
analytical information presented without musical notation may inhibit students' 
appreciation of music; therefore, Halpern recommended that in the future researchers 
provide notated musical examples alongside analytical descriptions. 
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As I do in my study, Halpern examined the effect of factual content on students' 
attitudes toward music. Though Halpern's conclusions lend credibility to traditional 
approaches, particularly those emphasizing historical and biographical content, these 
results were achieved outside a music appreciation classroom. Participants in Halpern's 
study received one brief treatment period of at least 3 5 minutes, and the treatment did not 
take place within a music appreciation classroom setting. The treatment period for all 
participants in my study took place over an academic semester, and participants 
encountered course content in a normal classroom format with additional readings and 
listening assignments outside class. I examined the effectiveness of approaches over the 
course of a longer treatment period during which the students were allowed more time to 
assimilate the material and emphases of each approach. Like my study, Halpern used a 
questionnaire containing Likert-type items in order to assess attitudes and for additional 
insight into the relationship between attitudes and factual information. 
Like Halpern (1992), who found that musical notation accompanying listening 
examples had a positive effect on attitudes, Williamson-Urbis (1995) investigated the 
effect of supplementary listening materials in conjunction with a music appreciation 
class. Focusing on listening experiences as shaping preferences, Williamson-Urbis 
compared the effectiveness of icon-based and language-based listening outlines on the 
attitudes and musical knowledge of non-music majors in a music appreciation class. 
Freshman and sophomore non-music majors enrolled in six sections of a music 
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appreciation course served as participants (N = 197) in this study, which took place over 
the course of one, 12-week semester. The researcher randomly assigned participants to 
course sections. Three different teachers taught two sections each, incorporating icon-
based listening outlines in one section and language-based outlines in the other. The 
researcher designated 20, in-class listening activities for which teachers guided 
participants through listening outlines, highlighting form, dynamics, and instrumentation. 
In icon-based sections, teachers utilized researcher-design listening outlines that used 
pictures, and in language-based sections, teachers utilized outlines from Kamien's 
textbook Music: An Appreciation (1994). Results of analyses of covariance comparing 
participants' pretest and posttest responses to a researcher-designed degree ofliking 
questionnaire and a music knowledge test indicated that all participants made significant 
improvement in liking and musical knowledge. Participants in icon-based sections 
demonstrated a significantly greater increase in both liking (p < .000) and achievement 
(p < .000) when compared to language-based sections. 
In my study, I chose textbooks to accompany both approaches in which the 
authors used listening outlines to illustrate listening selections, and in presenting listening 
examples in the classroom, I derived material for PowerPoint slides from textbook 
listening outlines. The outlines in the attentive listening-based textbook did not contain 
musical notation, but outlines provided in the traditional textbook did contain notation. 
Like participants in the language-based sections ofWilliamson-Urbis's study, 
participants in the traditional class of my study used Kamien's Music: An Appreciation as 
a textbook. While Halpern (1992) concluded that notation was potentially beneficial to 
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students, the results of this study showed that musical notation may not be as effective in 
influencing non-music major students' listening experiences and preferences as methods 
incorporating visual presentation of musical events (Crocker & Basart, 1971; Gordon, 
1996; Wallace, 2007). 
To investigate achievement and attitudes related to Western art music, Price 
(1988) examined the relationship between a music appreciation course on students' stated 
preferences for classical composers and relationships among achievement, recording 
purchases, and composer preferences. Students enrolled in three sections of a music 
appreciation course took part as participants (N = 187). Three different teachers taught 
each section according to a traditional, historical-chronological approach, focusing on 
Western art music and using the identical textbook, Rossi's Hearing Music: An 
Introduction (1981). There was no control group; rather, Price examined the relationship 
among the variables of students' cognitive gains, preferences for composers, and 
recording purchases. At the beginning of the semester, the researcher administered a pre-
course questionnaire to each class on which participants ranked and named their 1 0 
favorite composers, provided information on previous musical training, and listed the 
number of recordings they had purchased featuring their favorite composers. Then, the 
researcher administered an achievement test constructed by the teacher of that section. At 
the end of the semester, Price administered a similar post-course questionnaire and 
achievement tests identical those administered at the beginning of the course to 
participants in all three sections. 
Following the conclusion of the course, the researcher compared the number of 
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times participants mentioned composers on the questionnaire and found that participants 
listed composers covered in the course textbook significantly more frequently (p < .01) 
on the post-course questionnaire as compared to the pre-course questionnaire. Similarly, 
participants ranked composers in the textbook significantly higher (p < .001) on the post-
course questionnaire as compared to the pre-course. Price found no significant 
relationship among composer preferences, recording purchases, achievement, and 
musical training. In spite of fmding that at the conclusion of the course participants were 
significantly more likely to mention composers from the formal tradition, Price 
concluded that this may have been the result of increased familiarity with composers and 
did not necessarily indicate a preference change. Of more concern to pedagogues 
following a traditional approach that is history-based, chronological, and Western-
focused may be Price's fmdings that cognitive gains in musical knowledge do not 
translate into increased liking for Western art music. 
In a subsequent but similar study, Price and Swanson (1990) studied the 
relationships among students' knowledge, attitudes, and opinions in a music appreciation 
setting in order to determine factors that affect attitudes. Participants included 
undergraduate non-music majors enrolled in four sections of a one-semester college 
music appreciation course (N = 135) taught by three different teachers. Price and 
Swanson administered three assessments as pretests/posttests: a questionnaire related to 
musical attitudes toward classical composers, an opinion questionnaire, and a test of 
factual knowledge. The researchers used an analysis of variance on the results of the 
three pretests and determined that there were no differences in knowledge, opinions, and 
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attitudes among the four groups. Participants then attended their music appreciation class 
for 10 weeks. At the conclusion of the semester, all participants took the three posttest 
assessments. 
Results showed significant gains in pretest/posttest scores on the factual 
knowledge test; participants scored significantly higher (p < .01) on the posttest than on 
the pretest. Participants' pretest rankings of attitudes toward classical composers also 
were significantly different from posttest rankings (p < .01); participants ranked 
significantly more classical composers on the posttest than on the pretest. The researchers 
then compared the data via Pearson product-moment correlations in order to understand 
relationships among participants' grades, recordings purchased, and changes in opinions, 
attitudes, and knowledge. Results indicated a significant moderate relationship between 
gain in composer rankings and recordings purchased (p < .01). Price and Swanson 
concluded that a music appreciation course can positively affect musical knowledge and 
attitudes toward classical music. They additionally suggested that changes in students' 
attitudes as stated on a questionnaire may also affect their actions, in this case encourage 
them to purchase a classical recording. 
Similarities between my study and Price's (1988) and Price and Swanson's (1990) 
include the incorporation of both an achievement test to assess knowledge and a 
questionnaire to assess attitudes. In both studies researchers investigated attitudes toward 
Western art music exclusively; however, in my study I used questionnaire items to pursue 
participants' attitudes toward popular music, World Music, and jazz. Because Price 
(1988) and Price and Swanson (1990) understood behaviors as indicative of attitudes, as I 
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do in this study, they incorporated a questionnaire which sought to elicit responses related 
to recording purchases. In addition to including items related to recording purchases, I 
incorporated questionnaire items regarding concert attendance. In both studies, there 
were no experimental groups; all groups, though taught by different teachers, were taught 
according to a traditional, historical-chronological approach. Price and Swanson 
acknowledged that more research was needed to determine whether different, non-
traditional approach has greater effect on attitudes. 
In another study that took place in the context of a traditional, historical-
chronological music appreciation approach, Kudlawiec (2000) sought to determine 
whether specific activities or teaching practices promoted changes in students' attitudes. 
Kudlawiec (2000) explored the effect of supplementary music making activities on the 
achievement and attitudes of college music appreciation students. Participants included 
students in six sections of a college music appreciation course (N = 1 07). The study took 
place over the course of two, 9-week quarters in a normal classroom setting in which 
students met for a 75 minute class two times each week. Kudlawiec designated three 
sections as the control group (n = 56) and three as the experimental group (n = 51) and 
taught participants in all sections. Participants in both groups used Joseph Kerman's 
Listen (1996) as a textbook, and the researcher taught both groups according to a 
lecture/demonstration approach, focused on musical elements, and followed a 
chronological presentation of historical information related to Western art music in 
accordance with the sequence of the text. The researcher designed six activities involving 
active music making experiences on instruments such as guitar and keyboards for 
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participants in the experimental group; for the control group the researcher demonstrated 
the instruments but did not give participants the opportunity to play them. 
To assess participants' cognitive gains in music appreciation factual knowledge, 
Kudlawiec administered three, 50-item unit tests derived from Kerman's test bank. 
Results oft-tests showed no significant difference between the two groups on the first 
two tests but a significant difference on the third test. The control group scored 
significantly higher (p = .01) on test items addressing concepts covered in the lecture 
portion of the class, not on items related to music making activities. Kudlawiec designed 
and administered an attitude questionnaire containing 47, Likert-type items as 
pretest/posttest to assess changes in participants' attitudes toward music, musical styles, 
general liking, listening practices, concert attendance, musical experiences, and abilities 
as a result of treatment. The results of a two-way repeated measures analysis of variance 
showed significant changes in attitudes among participants in both groups; however, 
there were no significant interactions by group. Though finding no significant changes in 
attitudes or achievement between the two groups, Kudlawiec was encouraged by the 
informal, positive reactions of experimental group participants to the music making 
activities and encouraged future research on using hands-on activities in a music 
appreciation setting. 
Because both control and experimental groups were taught traditional content, 
Kudlawiec labeled both approaches "traditional"; however, the inclusion of music 
making activities in the experimental group was a non-traditional approach. Kudlawiec's 
findings do not suggest that a non-traditional approach is superior to a traditional one in 
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promoting achievement or changing attitudes. Like my study and others examining 
knowledge and attitudes (Price, 1988; Price & Swanson, 1990; Williamson-Urbis, 1995), 
Kudlawiec included an achievement test alongside an attitude questionnaire. 
Conclusions 
After surveying modem, college-level music appreciation pedagogical practices, 
researchers (Almujarreb, 2000; Renfroe, 2005) found that the majority of appreciation 
classes are taught according to a traditional, Western-focused, historically chronological 
approach and that teachers typically view factual knowledge related to history, 
composers, and musical elements along with listening skills as primary indicators of 
appreciation. With that in mind, pedagogues have questioned whether the acquisition of 
these skills indicate actual appreciation and have offered alternative, non-traditional 
approaches in an effort to reach out to a broader spectrum of students and to encourage 
appreciation of music. Researchers conducting experimental studies on music 
appreciation achievement in college classrooms have found alternative approaches to be 
more effective compared to a traditional approach (Hosterman, 1992; Holloway, 2001; 
Smialek & Boburka, 2006; Eakes, 2009). Further, while some of these researchers 
focused on factual knowledge and listening skills as indicators of appreciation, others 
broadened the definition of appreciation to comprise attitudes, including knowledge, 
opinions, and behaviors as also indicative of appreciation. Though the literature I have 
reviewed here shows general consensus on the part of researchers regarding indicators of 
music appreciation, I believe it also reveals gaps in the literature that my study will fill. In 
addition my study will contribute to research in areas where researchers have disagreed 
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such as in the relationship between factual knowledge and attitudes (Price, 1988; Price & 
Swanson, 1990; Halpern, 1992). 
While Pembrook (1996), Almujarreb (2000), and Renfroe (2005) seemed at ease 
with the traditional, historical-chronological approach, pedagogues have noted disparities 
between student-preparedness related to classical music and teacher expectations and 
have sought alternative approaches to teaching music appreciation which incorporate 
non-traditional content. Pedagogues proposing non-traditional approaches have 
articulated similar concerns over and drawbacks to traditional music appreciation. 
Among these, Griffel (1978) and Ferrara (1986) advocated approaches, which are similar 
to the attentive listening-based approach. Both pedagogues advocated for an approach 
that included non-Western music and focused on developing critical listening skills. In 
light of the lack of research testing attentive listening-based approaches and the relative 
age ofGriffel and Ferrara's proposals, a study such as mine which tests the effectiveness 
of an approach similar to that suggested by both pedagogues seems timely. 
Several researchers I have surveyed in this review of literature tested the 
effectiveness of non-traditional approaches. Eakes (2009) found a sociocultural approach 
to be more successful in promoting achievement in factual knowledge than a traditional, 
historically-chronological approach. Researchers (Hosterman, 1992; Holloway, 2001; 
Smialek & Boburka, 2006) examining the effect of cooperative learning approaches on 
listening skills likewise found a cooperative learning approach to be more effective when 
compared to a traditional approach. Other researchers (Kudlawiec, 2000; Johnston, 2009) 
incorporated non-traditional activities within the context of a traditional approach. 
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Johnston determined that activities involving repeated listening to musical examples 
encouraged greater enjoyment. Kudlawiec found no significant differences in the 
attitudes and achievement of participants who took part in music making activities in the 
appreciation classroom and those who did not. As I have explained, these non-traditional 
approaches share similarities with an attentive listening-based approach; however, no 
study has investigated the effectiveness of an attentive listening-based approach as I have 
employed in this study. Further, though a textbook is not synonymous with an approach, 
the attentive listening-based textbook I used in this study is new and, at the time of my 
study, yet unpublished. 
Though finding non-traditional approaches to be successful compared to a 
traditional approach, Holloway (200 1) and Eakes (2009) did not clearly describe 
instructional procedures taking place in the classroom. Consequently, the results of these 
studies should be treated cautiously because the researchers did not provide enough 
information to establish a distinction between the two approaches. A study such as mine, 
in which I detail events taking place in both traditional and non-traditional classrooms 
noting similarities and differences, will thus contribute to existing research on instruction 
within the music appreciation classroom. 
Among the researchers I have surveyed in this review, few investigated the 
effectiveness of an approach that incorporated music from outside the Western art music 
tradition. With the exception of Eakes (2009), all researchers conducted experiments 
which utilized Western art music exclusively; with the exception of Pembrook, all 
researchers who investigated attitudes in the music appreciation classroom concentrated 
on improving attitudes toward classical music. This lends credibility to Griffel's 
conclusion that the motivation governing much of traditional music appreciation 
pedagogy is self-serving if it is only to create classical music converts. Rather, in my 
study I test an approach to music appreciation pedagogy founded on a different 
motivation- the development of listening skills as potentially relevant and of practical 
usefulness to every student. 
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Finally, the findings of researchers investigating attitudes and the relationship 
between knowledge and attitudes in a traditional music appreciation setting are somewhat 
contradictory and inconclusive. While Price (1988) found that positive attitudes toward 
classical music do not correspond to factual knowledge or perceptive listening skills, 
Price and Swanson (1990) and Halpern (1992) suggested that factual knowledge may 
encourage positive attitudes. Additionally conflicting were fmdings by Halpern (1992) 
and Williamson-Urbis (1995) related to the helpfulness of musical notation in 
encouraging positive attitudes. Halpern suggested that notation was beneficial, while 
Williamson-Urbis concluded the opposite. In light of these confusing results, I believe 
my study will contribute to research on the relationships among attitudes, knowledge, and 
listening skills. 
Researchers have yet to compare the effectiveness of a traditional, historically 
chronological approach to an attentive listening-based approach in the context of a music 
appreciation classroom. Specifically, no study has investigated the effectiveness of a 
listening-based approach as compared to a traditional, history-based approach on 
students' achievement and attitudes; therefore, a quasi-experimental study investigating 
the effectiveness of a complete attentive listening-based approach as compared to a 
traditional approach, was warranted. 
Reflections 
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Subsequent to completing my study, I reconsidered my methodology in light of 
the studies I surveyed in this review and my conceptual framework. Two lines of inquiry, 
though outside the scope of my study, stand out to me as potentially instructive for future 
research: studies on music making and demographics in music appreciation classrooms. I 
believe studies like Kudlawiec's (2000), investigating music making in the music 
appreciation classroom, could be paired with non-traditional content and an emphasis on 
listening. This would be in line with philosophies such as Elliott's (1995), which envision 
music making and listening as complementary, but would also reflect a conceptual 
framework that prioritizes skill development. 
In many of the studies I have reviewed, researchers obtained demographic 
information with the purpose of establishing prior musical experience (Smith, 1980; 
Hosterman, 1992; Kudlawiec, 2000; Holloway, 2001; Eakes, 2009; Johnston, 2009). In 
addition to assessing students' musical backgrounds, researchers included participant 
demographics such as GP A, ACT scores, gender, age, and academic classification for 
descriptive purposes. Of the studies I reviewed, only one researcher (Eakes, 2009) 
provided demographics related to participants' ethnicity. One researcher (Williamson-
Urbis, 1995) tested gender and age in relation to achievement and attitudes and found no 
significant difference between the two. 
Based on these observations, it occurred to me that demographic information, 
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specifically students' ethnicity, would be relevant simply to describe backgrounds of 
students and to assess diversity in music appreciation classrooms. Researchers seem to 
have prioritized surveying the musical backgrounds of their participants to the neglect of 
ethnic backgrounds, and of course it would be incorrect to assume ethnic homogeneity of 
music appreciation classrooms across America. Another area worthy of future research is 
the relationship between students' backgrounds, musical and ethnic, and attitudes. Based 
on these reflections related to participant demographics, I have provided demographic 
information on the participants in my study and school wide in Chapter 4, including 
gender, classification, major, and ethnicity, even though I did not explore relationships 
between demographic variables and achievement in this study. 
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Chapter 3. Design and Methodology 
The purpose of this study is to determine the effect of an attentive listening-based 
approach on the music appreciation achievement and attitudes of college, non-music 
majors. Based on prior research in music appreciation by Hosterman (1992), Williamson-
Urbis (1995), Almujarreb (2000), Kudlawiec (2000), Holloway (2001), Renfroe (2005), 
Smialek & Boburka (2006), Eakes (2009), and Johnston (2009), I identified factual 
knowledge, listening skills, and attitudes as indicators of music appreciation in my study. 
I sought to answer the following main research question: 
RQ: Compared to a traditional approach, how effective is an attentive 
listening-based approach to teaching music appreciation? 
I collected data to address the following three sub-questions (SQ) related to the main 
research question: 
SQ 1: Is there a significant difference between the factual knowledge of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 2: Is there a significant difference between the listening skills of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 3: Is there a significant difference between the attitudes of college 
students who receive an attentive listening-based approach and 
those who receive a traditional music appreciation approach? 
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Design 
I labeled this study a quasi-experimental, pretest-posttest nonequivalent groups 
design. Published studies on achievement in music appreciation by Price and Swanson 
(1990), Hosterman (1992), and Smialek and Boburka (2006) influenced several design 
aspects of my study. As I did in my study, the researchers in these studies made use of 
intact groups of students enrolled in college-level music appreciation courses. Beyond 
similarities in sampling, the studies ofHosterman (1992) and Price and Swanson (1990) 
were useful in informing my design of the assessment tools and my implementation of 
the aptitude test. Price and Swanson (1990) included an attitude survey alongside an 
assessment of factual knowledge as pretests/posttests. Hosterman (1992) administered 
Gordon's Advanced Measures of Music Audiation as a means to ensure that intact groups 
were similar in aptitude and designed both an attitude survey and an achievement test in 
seeking to understand the effect of cooperative learning on students' music appreciation 
achievement in factual knowledge, listening skills, and attitudes. Further, in designing my 
Music Attitude Questionnaire, I looked to Hosterman who designed an attitude survey 
containing items assessing attitudes in the areas of personal perceptions ofknowledge, 
opinions, and behaviors. 
Population, Sample, and Participants 
This study took place at a private, religious, liberal arts university in the southeast 
with an undergraduate enrollment of3,395 students in the Fall semester of2009 and 
3,169 students in the Spring semester of2010. In the Fall, 3,071 undergraduate students 
were non-music majors, and in the Spring, 2,882 undergraduate students were non-music 
majors. The sample was comprised of students enrolled in two intact classes within this 
larger university population of undergraduate non-music majors during the Fall and 
Spring semesters of2009/2010. Prudent generalizations to similar populations might be 
drawn based on the demographic information I provide in Chapter 4. 
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The university is strongly religious and promotes a campus lifestyle that is based 
on conservative positions on morality and general conduct. The primary constituency 
from which the university recruits students shares these values and beliefs. As a result, 
students attending this university, and by extension, the participants in this study are 
potentially somewhat unique in that their musical experiences may be more religious in 
nature. Accordingly, the results of this study may not be generalized to the broader 
population of undergraduate, non-music majors in American colleges; however, 
replication of the study in other university settings is possible. 
Participants for this study (N = 11 0) comprised two intact groups of students 
enrolled in two separate classes ofthe course titled "Appreciation of Music," meeting in 
two different semesters. Participants enrolled in the fall semester class (n =55) comprised 
the traditional approach class, and participants enrolled in the spring semester class (n = 
55) comprised the attentive listening class. At the time of the study, music appreciation 
was a required course for students majoring in education and humanities. Participants 
were non-music majors, representing all four academic year classifications. 
Procedures 
This study took place from May of 2009 to May of 2010. I taught and tested the 
traditional approach class during the fall semester of the 2009/2010 school year and 
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taught and tested the attentive listening-based approach class during the spring semester. 
At the time of the study, I had been a teacher at the institution for six years. During the 
spring semester and summer of2009, I piloted (see Appendix N) two researcher-designed 
data collection instruments to be used in the main study: a questionnaire I designed to 
assess attitudes related to music and a final achievement test I designed to assess factual 
knowledge and listening skills. Prior to treatment I received permission from the 
chairman of the division of music to teach both the fall and spring semesters of the course 
titled "Appreciation of Music." 
The Institutional Review Board of Boston University approved the use of human 
subjects in this study. To ensure that participants were informed of possible risks and 
benefits of participating in the study, participants signed informed consent forms prior to 
treatment. On the informed consent form (Appendix L), I outlined the goals and design of 
the study. Additionally, I explained to the participants that their responses on the Music 
Attitude Questionnaire and aptitude test scores would be kept confidential and that their 
final achievement test scores would be kept locked in my research file. I told participants 
that their participation in the study was voluntary; they could refuse to participate with no 
academic penalty and could discontinue participation at any time without academic 
penalty. I provided participants with a copy of their signed consent forms and kept all 
original, signed forms locked in my files. 
The goal of this course, as stated in the university's Undergraduate Catalog 
(2009/20 1 0), was to provide "the necessary background for the appreciation of music by 
a general survey of aesthetic and formalistic principles in music and their sociological 
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and historical implications. [The course includes] guided listening." Specific objectives I 
stated on the course syllabi for both classes (Appendices A and B) included the 
following: understanding, describing, and identifying musical elements such as texture, 
melody, timbre, and form; recognizing and explaining the musical characteristics of the 
six major stylistic periods in the history of Western art music; understanding the 
historical and sociological forces influencing the musical style of the six major stylistic 
periods; appreciating the diversity of musical styles not only within the Western tradition 
but in music from other cultures; attending three live concert or recital performances; 
writing a review of a live performance; participating in teacher-directed group listening 
activities as well as individual listening activities as directed in the course textbook; and 
listening to an extended musical work with focused attention. Although basic course 
content was identical, each class received instruction according to either a traditional or 
attentive listening-based approach. Accordingly, for each class, I chose a textbook in 
which the author adhered to either a traditional approach or an attentive listening-based 
approach. 
Traditional textbook. The textbook I used for instruction of the fall semester 
class, Kamien's (2008) Music: An Appreciation represents a traditional approach. 
Kamien emphasized history and factual knowledge, organized the material 
chronologically, focused almost exclusively on music from the Western canon, and did 
not integrate non-Western music. Kamien began the text with an explanation of basic 
musical elements such as melody, harmony, texture, rhythm, notation, and form in 
Chapter 1 before surveying the history ofWestern music chronologically in the 
79 
remaining chapters. Within Chapters 2-6 emphasis was placed on significant musical 
traits, genres, and musicians of each era, and Chapter 7 was devoted to non-Western 
music (see Appendix E). 
Kamien acknowledged the importance oflistening skills by including listening 
maps and by utilizing technology to enhance the listening experience. The five-CD set 
which accompanies the text contains 68 listening selections, and elaborate listening maps 
in the text are intended to allow students to recognize musical features while listening to 
the examples on their own. Most listening maps contain standard musical notation of 
excerpts, and Kamien included an explanation of music notation in Chapter 1. 
Participants could opt to purchase the five-CD set along with their textbook; however, all 
had access to the course listening through the university intranet. 
Attentive listening-based textbook. Wallace's forthcoming music appreciation 
text Take Note: An Introduction to Music Through Listening (in press) was intended to 
update the listening skills method of Crocker and Basart ( 1971) and represented an 
alternative approach to traditional, historically and chronologically-based music 
appreciation pedagogy. Wallace adopted a non-traditional approach by making the 
development of attentive listening skills the primary objective and focus of the text. 
Wallace's educational aim was different from Kamien's in that it was dedicated to the 
development of a skill and promoted an appreciation that was the result of familiarity 
with a specific and smaller repertoire. According to Wallace: 
The goal of revisiting a small number of pieces is twofold: to increase students' 
familiarity with these works and hence their "appreciation" of them, as well as to 
convince them that learning to hear a new and unfamiliar piece is a complex and 
rewarding process, thus motivating them to want to repeat that process in the 
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future (p. 6). 
I received an advanced copy of this text and samples of the CD-ROM listening guides in 
their most updated format from the author. While still including the main historical style 
periods and important composers, Wallace limited the amount ofbiography and historical 
facts in order to encourage musical understanding and the development of listening skills. 
The author argued that this approach "trims away a lot of traditional but extraneous 
content in order to focus on developing listening skills through a systematic and in-depth 
examination of a small but representative group of pieces" (Wallace, 2007, p. 1 ). While 
the majority of the listening selections are from the Western art music tradition, the 
author integrated detailed discussions of Count Basie's Lester Leaps In, an Indian Raga, 
and a Balinese gamelan performance. Wallace (2007) perceived and sought to remedy 
three specific problems of 21st-century music appreciation pedagogy: 1) the emphasis on 
factual information which inhibits the development of listening skills and limits the 
amount of time the teacher can spend discussing the music itself; 2) the overwhelming 
number and variety of musical examples which often confuse students and do not provide 
them with skills to appreciate other unfamiliar works; and 3) the inclusion of musical 
notation that alienates students who do not know how to read music. 
Wallace organized the text into four parts: "Attentive Listening," "History as a 
Framework for Learning," "The Elements of Music," and "Text and Meaning." The 
author covered the six major stylistic periods of Western classic music in Chapters 3-4, 
presenting Baroque and Classical music in Chapter 3 and Early Music, Romanticism, and 
Modernism in Chapter 4 (see Appendix G). Wallace chose to conceptualize style shifts as 
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evidenced in the music of historical periods as "pendulum swings" from an aesthetic 
stance valuing beauty to one prioritizing expression, rather than as a progression from 
less sophisticated to complex, as is implied, if not stated outright, in traditional, 
historically chronological textbooks like Kamien. Wallace thus paired Baroque and 
Classical together because they illustrate the aesthetic shift from expression as a goal in 
Baroque music, to beauty as a goal in Classical. Similarly, Romanticism exhibits 
expression, while Early Music and Modernism demonstrate beauty. Wallace focused 
individual chapters on specific musical concepts, history, and composers as important to 
developing attentive listening skills, and presented learning goals at the beginning of each 
chapter followed by a list of musical selections discussed in the chapter. Wallace (2007) 
intended the selections making up the core repertoire to illustrate a variety of musical 
concepts and styles, and sought to encourage students not only to become familiar with 
several whole works, but to illustrate how they can attend to multiple musical features 
while listening to a single piece. "Focus" boxes provided additional information on 
composers, performance practices, and instrumental construction, while "Across the 
Arts" boxes drew connections among music and developments in art, literature, and 
architecture. Wallace ended each chapter with review questions, a review of concepts, 
and a glossary of terms in the chapter. Additional supplementary materials included 
listening exercises and further reading suggestions. 
Similar to Kamien, Wallace used listening maps within the text to guide the 
students' listening experiences. In order to expand on the listening maps, Wallace's 
approach in its fmal, published format will rely on an interactive CD-ROM program 
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"Learning to Listen." This software is intended to allow students to interact with the 
music at their own pace by viewing it in varying degrees of complexity and by expanding 
and highlighting musical features to note important moments or to aid their understanding 
of musical events. At the time of my study, this program was not available for use and 
distribution to students; therefore, I compiled an electronic play list of musical selections 
for participants in the attentive listening class. Participants accessed the course listening 
through the university intranet site, but were not able to take advantage of the interactive 
software program. 
Differences between the two textbooks. My choice of textbooks was influenced 
by the historical and cultural understanding of American music appreciation I detailed in 
Chapter 1. Kamien followed a traditional format, presenting material chronologically and 
focusing on music from the Western art music tradition; whereas, Wallace's non-
chronological, more musically-inclusive content reflected a focus on developing useful 
and relevant listening skills. To explore other differences between the textbooks, I 
compared listening and reading assignments and the approximate amount of time 
participants would take to complete all readings and listening exercises as assigned on 
my syllabus. These numbers further differentiated the texts and were consistent with the 
philosophy underlying each author's approach. 
Estimated time spent reading and listening outside classrooms. In an effort to 
determine an approximate amount of time participants in both classes could potentially 
spend to accomplish the reading and listening assignments for the course, I estimated out-
of-class reading and listening times for each week (Tables 1 and 2). I based the reading 
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times on the time it took me to read the sections through one time at a moderate reading 
pace; as such these times are only approximations and do not account for differences in 
participants' reading styles or thoroughness. Undoubtedly, participants varied in their 
pace and method of reading the course assignments. Some may have read the 
assignments multiple times; some may have underlined, highlighted, or taken notes while 
reading; some may have read only a few assignments; some may not have read any 
assignments. I intended the semi-daily quizzes and unit tests to assess participants' 
understanding and completion of the reading assignments, and I did not otherwise track 
participants' completion of assigned readings. 
The listening times represent the total duration of the listening selections 
discussed in the weekly reading assignment. Listening times reflect multiple hearings of a 
selection only when the text specifically directs readers to listen to the selection again. As 
with the reading times, the listening times are approximations and do not account for 
differences in participants' listening practices (see Appendices F and H for chapter-by-
chapter discographies of the listening selections for both approaches). Tables 1 and 2 do 
not include estimates of time participants spent studying or completing the written 
assignment and are approximations representing the minimum time requirement for 
completing only the reading and listening assignments. 
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Table 1 
Amount of Time Spent Reading and Listening Outside Traditional Classroom 
Week Pages Reading Time Listening Time Total Time 
1 28 33 :00 23:04 56:04 
2 29 36:00 9:08 45:08 
3 31 39:00 25:02 64:02 
4 30 45:00 21:06 66:06 
5 27 35:00 26:28 61:28 
6 25 33:00 15:37 48:37 
7 32 30:00 47:04 77:04 
8 31 37:00 15:02 52:02 
9 26 35 :00 42:29 77:29 
10 38 48:00 16:08 64:08 
11 30 34:00 33:01 67:01 
12 32 41:00 21:00 62:00 
13 46 62:00 15:29 77:29 
Totals 405 508 309:58 817:58 
(8 hrs. 28') (5 hrs 9' 58") (13 hrs. 37'58") 
Avera2es 39:07 26:01 65:09 
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Table 2 
Amount of Time Spent Reading and Listening Outside Attentive Listening Classroom 
Week Pages Reading Time Listening Time Total Time 
1 23 25:00 60:07 85:07 
2 29 22:00 60:02 82:02 
3 46 40:00 34:58 74:58 
4 38 30:00 84:20 114:20 
5 58 55:00 100:27 155:27 
6 62 65:00 123:00 188:00 
7 42 45:00 125:02 170:02 
8 30 30:00 71:04 101:04 
9 42 45:00 117:00 162:00 
10 35 33:00 60:03 93:03 
11 62 55:00 74:45 129:45 
12 43 40:00 101:03 141:03 
13 32 32:00 194:00 226:00 
Totals 542 517:00 1,204:71 1,721:71 
(8 hrs. 37') (20 hrs. 6' 1") (28 hrs. 43' 1 ") 
Averages 41:06 93:07 132:43 
Though the numbers in Tables 1 and 2 are only partially representative of the 
actual time participants may have spent outside each classroom, they do show a 
difference between the two approaches, specifically in the area of listening. In both 
approaches participants ideally spent around 40 minutes each week reading the 
assignments; however, participants in the traditional class needed to spend an average of 
26 minutes each week in order to complete the required listening, while participants in 
the attentive listening class needed to spend an average of 93 minutes each week to 
complete the listening discussed in the reading assignments. 
Another difference between the groups was in the mode or method of listening. 
Kamien' s textbook comes with an accompanying CD package containing the listening 
selections, and the university music library makes all listening for courses available on 
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the intranet. As a result, participants in the traditional class had two options for 
completing the assigned listening; they could access listening via the course intranet site 
or could listen to the CDs provided with the course textbook. Because Wallace's textbook 
and accompanying CD package had not yet been published at the time of the study, 
participants in the non-traditional class could only complete their listening by accessing a 
play list on the course intranet site. As with the reading assignments, I intended quizzes 
and unit tests to assess listening comprehension and did not otherwise track participants' 
completion of listening assignments in either class. 
The totals I have presented in Appendices F and H suggest an additional, parallel 
difference between the two approaches in listening content. In the textbook for the 
traditional class, Kamien drew listening selections from 60 compositions by 4 7 different 
composers, totaling just over five hours of music. By comparison, Wallace included 34 
compositions by 29 composers for slightly over eight hours of music. In the non-
traditional text, Wallace incorporated more complete works such as symphonies and 
string quartets, while Kamien extracted from larger works, often including only a single 
representative movement. These totals suggest that Kamien sampled a wider variety of 
composers and compositions in a shorter amount of time, while Wallace utilized fewer 
musical selections by fewer composers but promoted a longer amount of listening 
engagement. 
Instruments 
Because I investigated the effects of two approaches on music appreciation 
achievement in the areas of factual knowledge, listening skills, and attitudes, and, 
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because I believed that no single tool was adequate to assess all these areas, I used 
multiple tools in data collection. I utilized a Music Attitude Questionnaire (Appendix K) 
as pretest/posttest and administered a final achievement test as a posttest only to both 
classes. I designed the final achievement test to assess participants' achievement in 
factual knowledge and listening skills, and I intended the Music Attitude Questionnaire to 
assess participants' self-reported attitudes toward music covered in the course in the areas 
of knowledge, opinions, and music-related behaviors such as concert attendance and 
recording purchases. Administering the Music Attitude Questionnaire as a pretest/posttest 
allowed me to assess participants' attitudes at the outset and conclusion of the course 
quantitatively through their responses to Likert-type questionnaire items. I also 
administered Gordon's Advanced Measures of Music Audiation (1989) to all participants 
at the beginning of the course. 
Piloting instruments. I piloted the fmal achievement test and Music Attitude 
Questionnaire and practiced administering and scoring the AMMA during the summer of 
2009 with two groups of students. The first group was made up of eight undergraduate 
college students who had just completed a music appreciation course during the 
2008/2009 school year, and the second group was made up of seven undergraduate 
college students who had just completed the course in the summer of2009. I tested the 
first group during the months of May and June and tested the second group during the 
month of July. Piloting the fmal achievement test and questionnaire allowed me to assess 
the reliability of the instruments and revealed defects in the final achievement test, which 
I was able to refme prior to the study. These defects were primarily editorial in nature. 
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For example, I reworded a few items for clarity and revised several choices on multiple 
choice and matching sections. I was also able to judge how long it would take to 
administer the three instruments in a classroom setting and learned that it was possible to 
administer both AMMA and the Music Attitude Questionnaire in a single class hour (see 
Appendix N for more complete information on the pilot). 
AMMA overview. Gordon intended the AMMA to be used with high-school and 
college-age students and designed the Advanced Measures of Music Audiation (1989) and 
other standardized aptitude tests such as the Music Aptitude Profile (1965) to assess 
music aptitude by measuring a person's ability to audiate or mentally understand and hear 
music when it is not playing. Gordon (1989) defmed audiation in the following manner: 
"Audiation is the basis of aptitude. Thus it becomes the basis of music achievement. To 
audiate is to hear and comprehend music for which the sound is not physically present" 
(p. 12). In the manual published with AMMA, Gordon (1989) suggested the following 
six purposes for the test when incorporated in a university setting: as part of a set of 
standards for entrance into a music program, as an identification tool for identifying 
potentially high achieving musicians, as a tool for establishing achievement goals for 
university students, as a pedagogical tool for informing instruction, as a placement tool 
for ensuring that students are placed in sections appropriate to their aptitude, and for 
encouraging students with high aptitude to pursue musical careers. 
According to Radocy and Boyle (1987) aptitude is "the result of genetic 
endowment and maturation plus whatever musical skills may develop without formal 
musical education" (p. 139). Music aptitude thus differs from achievement in that it refers 
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to musical potential. Gordon elaborated on this definition, proposing that music aptitude 
stabilizes at age nine; therefore, in the context of my study, while participants' music 
achievement may have improved throughout the semester due to outside influences such 
as private lessons, ensemble participation, or the course itself, their music aptitude 
presumably remained stable. 
Because of the stable nature of aptitude and because Gordon proposed aptitude as 
foundational to achievement (Gordon, 1989), in my initial design ofthe study I intended 
to use participants' aptitude scores as co variates in my statistical analysis of achievement 
test data. My analysis of participants ' final achievement test scores and music aptitude 
scores indicated that there was not a strong enough relationship between achievement and 
aptitude to merit using AMMA scores as covariates in my statistical analysis; however, I 
was able to use aptitude as a means of establishing equality of the two classes on that 
variable. I provide more detailed explanation of my findings related to AMMA scores 
and achievement in Chapter 4. 
AMMA administration. Gordon designed the AMMA to test both tonal and 
rhythmic audiation and to produce separate tonal and rhythmic aptitude scores as well as 
a total music aptitude score. In the test manual, Gordon provided percentile norms for 
tonal, rhythm, and total scores. The AMMA is a recorded test lasting 16 minutes and can 
be administered in a single session lasting 20 minutes at most. The recording contains the 
test questions themselves as well as directions for taking the test so I did not have to 
provide any instruction to participants as to how to take the test. For each question on the 
test, participants heard a musical statement followed by a musical answer. Participants 
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had to determine whether the musical statement and answer were the same or different 
and then, if different, to determine whether the difference was tonal or rhythmic. There 
were three possible answers for each question: "Same," "Tonal," or "Rhythm." The 
recorded instructions encouraged participants who were unsure how to answer a question 
not to guess, but to leave that question blank. 
I administered the AMMA to participants in both classes at the beginning of the 
semester as a part of a regular class period in our classroom. The traditional class took the 
test as a group on the first day of class, and the attentive listening class took the test as a 
group on the second day of class. To administer the test I fust instructed the participants 
that we were taking the test, distributed answer sheets, instructed participants to write 
their names on the answer sheet only if they wanted to know their aptitude score, and 
began the CD recording of the test. After participants had completed the test, I stopped 
the recording and collected their answer sheets. The process of administering the test took 
20 minutes for both classes. I scored each participant's aptitude test by hand at the end of 
the school year. Then, I sent separate email notifications detailing tonal, rhythmic, and 
total raw scores as well as percentile rankings to each participant who indicated a desire 
to know his/her aptitude score by writing his/her name on the answer sheet. Of the 55 
participants in the traditional class, 46 indicated a desire to know their aptitude score, and 
of the 55 participants in the attentive listening class, 37 indicated a desire to know their 
aptitude score. 
Final achievement test. I developed the final achievement test (Appendix I) to 
include items assessing participants' factual knowledge of composers, genres, musical 
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elements, terms, historical periods, and listening skills. The test was comprised of70, 
multiple-choice and matching items. To assess participants' knowledge of composers, 
their significance and important musical contributions, I included a section containing 10 
matching items. Similarly, I incorporated a ten-item matching section in which 
participants were to match genres and forms to their descriptions and a seven-item 
matching section in which participants were to match musical elements to the appropriate 
definition. I included two other matching sections to assess factual knowledge related to 
musical terms (13 items) and historical periods (15 items). 
There were 15 listening items on the test. For the listening section, I played a 
brief, 50-second excerpt from a musical selection, and then asked participants to respond 
to several multiple-choice items related to the excerpt. I played each excerpt twice. I 
intended the listening portion of the final exam to assess participants' listening skills and 
used excerpts from two works studied in both classes and three works not covered in 
either class. These listening questions involved higher-level thinking skills as participants 
had to apply their historical and analytical factual knowledge to listening selections. For 
example, I did not ask participants simply to identify the title or composer of the 
selection. 
In compiling test questions I took several steps to ensure that the test was fair to 
both classes. I provided participants in both classes with a study guide on the last day of 
class to help them prepare for the test (Appendix J). For items assessing participants' 
factual knowledge of composers, genres, elements, terms, and periods I was able to draw 
from a broad range of material and incorporate content covered in both texts because the 
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test was cumulative, assessing participants' accumulated knowledge throughout the entire 
semester. For example, both texts included detailed discussion of the musical elements, 
and it was rather easy to design a matching section for which participants had to match a 
definition to the appropriate element. Similarly, for a matching section requiring 
participants to match major composers to their important contributions, biographical 
detail, or compositional techniques, I was able to include composers such as Haydn, 
Mozart, Chopin, Wagner, and Stravinsky, which were covered in detail in both texts. 
In choosing the excerpts for the listening selections, I took a slightly different 
approach to ensure fairness. Two of the selections, Beethoven's Symphony no. 5 inC 
minor (mvt. 1) and Mozart's Symphony no. 40 in G minor (mvt. 1), were pieces that both 
textbook authors covered by way of detailed listening maps. For these two selections, I 
developed PowerPoint slides, used in both classes, outlining formal features, and we 
spent class time listening to the pieces while following the slides. The three other 
listening selections were pieces included in neither text but exemplifying a musical 
element, stylistic trait, or formal feature covered in the listening of both texts such as 
modality, fugue, monophonic texture, and Neoclassicism. My goal in incorporating these 
unfamiliar selections was to assess participants' ability to apply their factual knowledge 
to an unfamiliar listening selection. 
The university Registrar assigns school-wide exam times for all courses at the 
beginning of the school year, and all participants took the identical final achievement test 
on the scheduled final exam day at the end of the semester. I administered the final 
achievement test to participants in both classes in the same classroom used for our class 
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meetings. All participants in the traditional class took the test on Thursday, December 17, 
from 7:40-8:50 a.m., and participants in the attentive listening class took the test on 
Saturday, May 1, from 8:15-9:25 a.m. In the school-wide exam schedule, this meant that 
participants in the traditional class took the achievement test on the last day of fmal 
exams for that semester, during the second to last exam time, while participants in the 
attentive listening class took the test on the first day of exams for that semester, during 
the first scheduled exam time. From this we may surmise that participants in the 
traditional class had more time available to study for the final achievement test; however, 
that does not mean that they were able to take advantage of this extra time. Conversely, 
participants in the attentive listening-based class may have benefitted from taking the test 
first by having a fresher, less-distracted mind. 
In computing participants' fmal achievement test scores, I summed their total 
correct responses out of 70 possible points. For statistical procedures I used participants' 
total correct responses on the entire test, listening portion, and factual portion. 
Music attitude questionnaire. To gain a more comprehensive understanding of 
participants' music appreciation outside the traditional focus on factual knowledge and 
listening skills, I administered a questionnaire containing four-point, Likert-type items, 
assessing participants' attitudes related to music as a pretest/posttest. I intended the final 
achievement test to assess participants' acquisition offactua1 knowledge and musically-
based listening skills; however, according to my definition of music appreciation for this 
study and based on definitions by scholars such as Keene (1982), Radocy and Boyle 
(1987), and Himrod (1989) appreciation also involves attitudes as expressed in their 
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perceptions of knowledge, opinions, and musical behaviors which indicate an 
understanding and enjoyment of music. Specifically, I was interested in discovering 
whether participants' attitudes changed toward styles of music as the result of being in 
the class and designed the questionnaire to measure the degree to which participation in a 
music appreciation class affects perceptions of knowledge about music, opinions, and 
behaviors related to music specifically covered in class. Presumably those having an 
appreciation of music would not only have some knowledge of the music but would also 
have a positive attitude toward it, and a questionnaire assessing attitudes related to music 
may indicate appreciation. 
The Likert scale is the most commonly used tool for assessing self-reported 
attitudes (Radocy & Boyle, 1987), and researchers in several attitude studies I have cited 
in Chapter 2 incorporated Likert scales to gauge participants' attitudes toward music 
(Halpern, 1992; Hosterman, 1992; Williamson-Urbis, 1995; Kudlawiec, 2000; Johnston, 
2009). Hosterman's (1992) attitude inventory included Likert-type items assessing 
participants' attitudes as reflected in their opinions toward classical and popular music, 
music-related behaviors such as concert attendance, album purchases, and listening 
practices, and personal assessment of musical knowledge. Based on these studies, I 
utilized a traditional method for identifying attitudes, a questionnaire containing Likert-
type items. 
My Music Attitude Questionnaire contained 17 items, which allowed participants 
to rank their knowledge, opinions, and behaviors on a four-point Likert scale (Appendix 
K). I divided the questionnaire into three sections: musical knowledge, opinions of music, 
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and musical behaviors. I designed items 1-6 to assess participants' perception of their 
musical knowledge in the areas of Baroque, Classical, Romantic, 20th-Century classical, 
World Music, and popular music. On these items I asked participants to rank their 
knowledge according to the following scale: "1=No knowledge," "2=Limited 
knowledge," "3=Partial knowledge," and "4=In-depth knowledge." For items 7-9, I 
asked participants to gauge their opinions of classical music, jazz, and World Music 
according to the following scale: "1 =Very negative," "2=Somewhat negative," 
"3=Somewhat positive," and "4=Very positive." On items 10-17, I stated musical 
behaviors related to listening practices, concert attendance, and recording purchases. 
Examples of these statements include: "I would purchase a recording of jazz music" and 
"I would attend a concert or recital featuring classical music." I then asked participants to 
rank the accuracy of the statement on the following scale: "1 =Strongly disagree," 
"2=Disagree," "3=Agree," and "4=Strongly agree." 
I administered the questionnaire to participants in both classes at the beginning 
and end of the semester in our classroom setting. The questionnaire took approximately 
20 minutes to complete, with some participants finishing earlier than others. The 
traditional class took the pretest on the first day of class and the posttest on the day of the 
final exam after completing the exam. The attentive listening class completed the pretest 
on the second day of class and the posttest on the final day of class. I followed the 
identical procedure for administering the questionnaire to both classes. Before 
distributing the questionnaire, I instructed participants not to write their names on their 
questionnaire, assured them that I would not analyze their responses until the end of the 
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entire study, and promised to keep their completed questionnaires locked in my research 
file. 
Threats to Validity 
For the purposes of my study, I decided to incorporate the fmal achievement test 
as a posttest only, as opposed to pretest/posttest, to ensure that any improvement in 
participants' scores occurred as the result of the treatment and was not due to their 
remembering items from the pretest. Gall, Gall, and Borg (2007) discussed pretest 
sensitization as a potential threat to validity and recommended posttest-only control-
group design when there is a possibility that the pretest would interfere with the results of 
the posttest. Hosterman (1992) and Smialek and Boburka (2006) also incorporated this 
approach in studies examining the effects of cooperative learning on listening skills in the 
music appreciation classroom. In the case of my study, I was concerned that participants 
would remember certain items from the achievement test and would, over the course of 
the semester, determine the correct answers to these items. Because the achievement test 
in my study also functioned as the course final exam, I was additionally reticent to 
disclose the full version of the final exam to students at the beginning of the semester. 
Another concern was pedagogical. Because the achievement test included material from 
the entire semester, I wanted students to go through the process of studying to determine 
for themselves the salient features of the course material, and I believed that giving them 
a preview of the test would short circuit this process. 
In addition to controlling for pretest sensitization, I sought to control for other 
threats to validity apparent in previous studies and potentially in the design of my study. 
In studies by Price and Swanson (1990), Hosterman (1992), and Smialek and Boburka 
(2006), different instructors taught experimental and control groups without accounting 
for variations in teaching styles. In my study, I sought to control for this threat by 
teaching both traditional and attentive listening classes. 
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In an effort to control for threats to internal validity resulting from unequal 
instructional time, Price and Swanson (1990) ensured that each section met for the same 
number of class periods. Similarly, in my present study, I carefully planned course 
content and equalized instructional time for both classes prior to treatment. To this end, I 
scheduled the same number of tests, quizzes, and written assignments for both classes 
and taught both classes using the same strategy, lecturing using PowerPoint slides and 
audio musical examples. 
Another concern for me was the possible influence of bias in this study. I studied 
with Wallace while working on a master's degree. A familiarity with Wallace's 
philosophy was of value to me when incorporating the attentive listening-based approach 
in the music appreciation classroom. Several topics, illustrations, and musical examples 
in the listening-based text were familiar to me from class lectures Wallace taught. 
Though this familiarity was helpful, I found that preparation time for each class was 
roughly the same. I had gained some comfort teaching from the traditional text as a 
substitute teacher in a music appreciation course. Prior to the study I believed any bias 
toward Wallace's textbook would be controlled because the approach and organization of 
the text were unfamiliar; however, I realized the potential for small, qualitative 
differences to be present in my teaching and effectiveness. Scheduling my presentation of 
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course content in advance and following this schedule strictly, helped ensure that I was, 
to the best of my ability, teaching both classes with the same level of effectiveness. In 
addition, although I taught the classes during different semesters, both classes met at the 
same time of day, 8:00a.m. I believed this also helped ensure that my teaching was at 
least at a similar energy level for each class. 
Students in music appreciation courses represent a variety of musical experiences 
and backgrounds; however, Price and Swanson (1990) did not attempt to equalize 
participants in both groups prior to treatment, further threatening the validity of the study. 
Understanding that this diversity may affect the outcomes of a study, other researchers 
(Halpern, 1992; Kudlawiec, 2000; Eakes, 2009) accounted for differences among 
students in music appreciation courses by controlling for prior musical experiences such 
as private music lessons. Prior musical experience, however, does not necessarily 
translate into success in a music appreciation setting; a student who has taken years of 
private music lessons may still not comprehend musical elements, have knowledge of 
historical facts, or have good listening skills. For these reasons, I used Gordon's 
Advanced Measures of Music Audiation rather than participants' self-reported musical 
experiences as a means of establishing the equivalence of groups. 
Treatment 
Treatment took place in a normal classroom setting and consisted of my lecturing, 
class discussions, unit tests, and quizzes. I based course syllabi, class lectures, 
PowerPoint slides, unit tests and quizzes, discussions, and out-of-class assignments for 
each class on either a traditional approach or an attentive listening-based approach drawn 
from textbooks. All other facets of the course, class length (50 minutes), meeting time, 
size, and number of unit tests and quizzes, were the same for both classes. 
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Course design and content for both classes. In August, 2009, prior to the 
beginning of the fall semester, I planned class content and developed a syllabus for both 
fall and spring semester classes (Appendices C and D) in order to ensure equal 
instructional time between classes. During the course of this planning process, I learned 
that, because of peculiarities in the academic calendar, the fall semester, traditional, class 
would meet for three more class periods than the spring semester, attentive listening, 
class; therefore, to account for these extra days, I developed an extra lecture, addressing a 
non-musical topic, and designated one class period at the beginning of the semester to 
administering the questionnaire and AMMA and one class period at the end of the 
semester to administering the questionnaire in the attentive listening class. For the 
traditional class, I administered the questionnaire at the end of the first day of class, the 
AMMA at the end of the second class period, and used the extra 20 minutes available for 
the final achievement test to administer the questionnaire. 
In developing a syllabus for each class, I followed the chapter organization of the 
texts carefully, scheduling assigned readings from each textbook that would allow 
participants in both classes to read their entire text through completely during the course 
of the 13-week semester. For both classes, I devoted 21 class days solely to lecturing on 
course content. I set aside four class periods as testing days during which participants 
took unit tests, which were not a part of the study, over topics covered in lectures and 
reading and listening assignments. Because the traditional text was organized historically 
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and chronologically, I devoted one unit test to each style period or grouping of periods. 
Similarly, I planned unit tests for the attentive listening class to correspond to the four 
major parts delineated in the text. Due to the differences in organization and chapter 
content of the two textbooks, the content of unit tests was different for each class, and it 
is probable that participants learned from taking these tests. 
In preparing lecture, listening, and discussion content for both classes, I created 
outlines and PowerPoint slides by following the textbook organization and content 
closely. For the 21 class periods devoted to lectures, listening, and discussions, I 
presented all material to both classes with the exception of one class period during which 
I asked two other faculty members, one from the string department and one from the 
woodwind department, to introduce and demonstrate the instruments in their respective 
instrument family. Their presentations took approximately 30 minutes of the 50-minute 
class period, and I spent the remaining class time introducing the brass family. I asked 
each guest faculty member to present identical information to both classes and found that 
they did so even though their presentations were months apart. 
Traditional class lectures. In preparing lectures specifically for the traditional 
class, I organized the textbook material in outline form and focused my lectures on 
communicating factual information. Units in the traditional text were devoted to a single 
historical period and followed a similar organization in presenting content. Each unit 
typically began with a discussion of the period's general, historical background, followed 
by a discussion of the musical background and basic musical traits related to elements 
such as rhythm, melody, harmony, dynamics, and texture before presenting significant 
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genres and major composers of the period. 
My outline content corresponded to the major themes, genres, and composers as 
presented in the textbook. I did not duplicate my outlines on the PowerPoint slides, but 
used the slides to highlight the major points from my outlines. Sometimes I included 
pictures of major composers and instruments on the slides. Though the traditional text 
and, by extension, my outlines were detailed and designed to communicate a large 
quantity of factual information, I was able at times to ask questions to the class drawn 
from Kamien's explanations in the text. For example, after presenting the elements of 
Baroque opera, Kamien (2008) asked readers to consider what music can contribute to 
drama and how music can be dramatic. In my lecture on Baroque opera, I asked the class 
to consider these questions and engaged participants in a brief discussion. 
Attentive listening-based class lectures. In preparing lectures specifically for the 
attentive listening-based class, I followed a similar procedure, creating PowerPoint slides 
to emphasize the major points. Wallace (in press) organized units in the attentive 
listening-based text conceptually rather than historically and chronologically; therefore, 
my lecture notes were not uniform in general organization from unit to unit as they were 
with the control approach. For each unit of the traditional class, I presented outlines 
following a similar pattern, conveying material related to musical style traits, genres, and 
important composers within a single style period. For the attentive listening classroom, 
my outlines were varied and did not follow a pattern that could easily be transcribed to 
any historical period. For example, within my lecture on "Form and Structure," Chapter 
5, I covered repetition-based forms, including strophic, modified strophic, ternary, and 
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theme and variation. For musical examples, I referenced Schubert's "Die Post" and "Der 
Lindenbaum," Mozart' s Gran Partita, movements 5 and 6, Count Basie's Lester Leaps 
In, and a minuet movement from a Haydn string quartet. My lecture content and delivery 
were also different in the attentive listening-based classroom. In the attentive listening 
text, Wallace not only presented fewer specific, factual details and longer listening 
examples but also investigated philosophical, aesthetic questions related to music and 
listening such as the following: "does music convey important messages"; ''what 
constitutes a good melody"; and "does instrumental music mean anything?" As a result I 
incorporated more in-class discussion and listening. I began many class periods with a 
question, drawn from the text, which introduced the discussion topic. These questions 
allowed participants to reflect on broad musical questions, and frequently, they drew on 
their own musical experiences and beliefs. For example, in introducing Chapter 4: 
Romanticism, Modernism, and Early Music, I began the lecture by asking the question, 
"Are you a Romantic?" I then asked participants to consider and to discuss as a class 
whether they agreed with the following statements from their reading: "music is a form of 
personal expression"; "music is a universal language"; "music can tell a story"; and "the 
best musicians are cultural figures and deserve to be treated as celebrities." 
In-class listening. For both classes, I derived in-class listening examples and 
accompanying PowerPoint slides directly from the listening maps provided in the 
textbooks. Participants in both classes heard at least one musical example from their 
assigned textbook each class lecture period. Because Kamien incorporated listening in a 
supplementary manner, I used in-class musical selections for the traditional class to 
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illustrate musical elements, form, genres, or the works of a major composer after 
lecturing on the material. In the attentive listening-based text Wallace utilized a central 
repertoire, which was returned to repeatedly in increasing detail throughout the semester; 
therefore, in the attentive listening classroom I played several pieces in more than one 
class period. Machaut's virelai "Foy Porter," Mozart's Gran Partita, Count Basie's 
Lester Leaps In, and Dvorak's Slavonic Dance in E minor, Op. 72, no. 10 were a few of 
the pieces I played in several class lectures for the attentive listening class. 
In creating PowerPoint slides to accompany in-class listening, I reproduced the 
important musical events as outlined in the texts, and I highlighted with a laser pointer 
the occurrences of the events on the slides while playing the musical examples on the 
stereo during class. This allowed me to guide participants through a portion of their 
listening, hopefully reinforcing their own private listening experiences and allowing them 
to notice events they may have missed on their own. Two works were discussed at length 
in both traditional and attentive listening-based texts: Beethoven's Symphony no. 5 inC 
minor (mvt. 1) and Mozart's Symphony no. 40 in G minor (mvt. 1). Participants in both 
classes were able to listen to these lengthier musical examples while being guided 
through their most important formal features via my PowerPoint slides. These works 
were the only two works discussed in both texts; all other listening selections, both 
assigned and covered in class, were different between classes. 
Data Analysis 
At the conclusion of data collection, I analyzed numeric data from the aptitude 
test, Music Attitude Questionnaire, and final achievement test using SPSS 17.0 for 
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Windows. I set the alpha level at .05 for the statistical analyses. I began my analysis of all 
data in May, 2010, at the conclusion of the entire study, to ensure that my teaching was 
not affected by knowledge of the participants' questionnaire responses or music aptitude 
scores. 
Reflections 
As I mentioned earlier, I envisioned using participants' aptitude scores as 
covariates in the statistical analysis. I assumed a relationship between music aptitude and 
achievement; however, my data analysis revealed no strong relationship between the two. 
My fmding that aptitude was not strongly related to achievement in this study was a 
surprise and necessitated my using ANOV A rather than ANCOV A to analyze final 
achievement test data. While I could possibly have left the aptitude data out of the 
equation in my final analysis, I do believe it is helpful to know that, in my study, aptitude 
was not strongly related to achievement. 
In the early stages of designing my study, I decided to use quantitative methods; 
however, I also believed that open-ended data would be potentially helpful in 
understanding participants' achievement beyond acquisition of factual knowledge, and 
particularly useful in gauging participants' attitudes. Consequently, the Music Attitude 
Questionnaire I administered to both classes also contained four open-ended questions 
with which I asked participants to describe their favorite music and explain why it was 
appealing to them. While the data in the form of participants' answers to these questions 
was informative and robust, I determined during the analysis phase of my research to 
eliminate it from the fmal report. My primary reason for making this decision was that 
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my open-ended data did not directly relate to my research questions. I also believed that 
because I did not undertake a truly mixed methods approach, the inclusion of open-ended 
data alongside my quantitative findings would obscure and detract from the clarity of my 
quantitative findings. Taking that into consideration, I now recognize that through 
qualitative methods such as interviews and observations I could have uncovered 
additional data relevant to my research questions. 
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Chapter 4. Results 
At the conclusion of the study, I analyzed numeric data related to participants' 
AMMA results, fmal achievement test scores, and Likert-type Music Attitude 
Questionnaire responses. I derived participants' music aptitude scores according to the 
procedure indicated in the test manual. After computing participants' fmal achievement 
test scores by summing correct responses, I computed the reliability of the exam using 
split-halves reliability. I then used participants' final achievement test scores to compute 
measures of central tendency and to determine whether a statistically significant 
difference between the two classes existed using an analysis ofvariance (ANOVA). For 
the 17, Likert-type questionnaire items, I combined class scores for each item on the 
pretest and posttest respectively and calculated means for each item. I ran principal 
components analysis (PCA) on data from the posttest questionnaire items to extract 
underlying components for the items. Then, based on PCA results, I ran independent 
samples t-tests to determine whether the classes were generally similar in attitudes at the 
outset of the course and to determine whether a statistically significant difference existed 
between the two classes in indicators of attitudes related to three components at the close 
of the study: classical music knowledge (Component 1), behaviors and opinions toward 
jazz and World Music (Component 2), and behaviors and opinions toward classical music 
(Component 3). 
Reliability of Instruments 
My primary purpose in piloting the final achievement test and Music Attitude 
Questionnaire was to assess the reliability of the instruments. I used Cronbach's 
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coefficient alpha to compute the reliability of the piloted questionnaire and split-halves 
reliability to compute the reliability of the piloted final achievement test. I used the same 
statistical procedures in assessing the reliability of the instruments as incorporated in the 
main study. I looked to Gordon's (1989) published reliability indices for the reliability of 
the music aptitude test and used split-halves reliability to assess the reliability of the 
AMMA as I incorporated it in this study. 
AMMA Those taking the AMMA receive separate scores for tonal, rhythmic, 
and total music aptitude; therefore, Gordon (1989) reported reliability indices for tonal, 
rhythm, and total test scores. Gordon's reported reliability indices for tonal, rhythm, and 
total test scores as published in the Manual to the Advanced Measures of Music Audiation 
(1989) ranged from .80 to .83 for undergraduate, non-music majors (Table 3). Split-
halves reliability indices for participants in my study ranged from . 71 in the attentive 
listening class to .78 in the traditional class (Table 4). The combined reliability of all 
participants taking the AMMA in my study was .74. 
Table 3 
AMMA Reliability Indices for Undergraduate Non-Music Majors (Gordon, 1989) 
Measurement 
Tonal 
Rhythm 
Total 
Split-Halves 
.80 
.80 
.81 
Test-retest 
.80 
.81 
.83 
Standard Error of Measurement 
2.2 
1.8 
3.7 
Table 4 
AMMA Reliability Indices for Study Participants 
Group 
Traditional 
Listening 
Combined 
N 
55 
56 
111 
Split-halves 
.78 
.71 
.74 
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Since its standardization in 1989, researchers incorporating the AMMA in their 
studies have reported reliability indices for the test as used in their studies. The reliability 
indices of the AMMA as used in my study appear consistent with other studies. 
O'Donnell (2011) used the AMMA in investigating the effects of tonal and rhythmic 
instruction on the music aptitude of73 public-school students in grades 8-12 and reported 
split-half reliability indices on the AMMA ranging from .82 to .89. Wang (2007) used the 
AMMA in a study comparing college students' music aptitude. Wang's reported split-
half reliability indices for undergraduate, non-music majors (n =120) ranged from .58 to 
.67. Thus, split-half reliability indices for AMMA in my study were higher than Wang's, 
ranging from .71 in the listening class and .78 in the traditional class. Yet, as in Wang's 
study, reliability indices in my study were below Gordon's reported reliabilities, and I 
considered them acceptable for the purposes of my study. 
Final achievement test In assessing the reliability of the fmal exam, I ran split-
halves reliability coefficients on two versions of the exam administered in the pilot 
(Table 5). In using split-halves reliability, I was in accordance with Radocy and Boyle 
(1987) who advocated using this technique to estimate the reliability of researcher-
designed tests. 
Table 5 
Reliability Indices for Piloted Versions of Final Achievement Test 
Group 
Pilot 1 
Pilot 2 
N 
8 
7 
Split-halves 
.95 
.97 
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In assessing the reliability of the fmal achievement test incorporated in the main study, I 
ran split-halves reliability coefficients on participants' scores on the final exam according 
to class (traditional or listening) and then computed the reliability of the classes' 
combined scores (Table 6). I considered the split-halves reliability coefficients of .95 and 
.97 on both versions of the piloted final achievement test to be strong and decided to use 
the second version of the test, as piloted by the second group of pilot participants, in the 
main study. 
Table 6 
Split-Halves Reliability Coefficients for Final Achievement Test 
Group 
Traditional 
Listening 
Combined 
N 
55 
55 
110 
Split-halves 
.74 
.87 
.78 
110 
Reliability coefficients for main study final achievement test scores were somewhat 
lower than the piloted achievement test coefficients. For researcher-designed tools, 
Orcher (2005) recommended an acceptable split-half reliability coefficient of at least .75, 
and reliability coefficients for both the listening based class and combined classes fell 
within this range. Traditional class reliability of .74 was slightly below this benchmark, 
but I viewed it acceptable for the purposes of the study. 
Music attitude questionnaire. I used Cronbach's coefficient alpha to analyze 
data from the 17, Likert-type questionnaire items. Jaeger (1983) and Pallant (2007) 
advocated using Cronbach's coefficient alpha to measure the reliability, specifically the 
internal consistency, of a scale designed to measure a single attribute. On data from the 
piloted questionnaire, the Cronbach's coefficient was indicating a reliability of .61. 
Generally, a Cronbach's coefficient below .70 is considered less than ideal (Pallant 
2007); however, in light of the difficulty of measuring attitudes and opinions (Boyle & 
Radocy, 1987) and the small number of participants in the pilot (n = 15), I viewed the 
reliability, though somewhat low, acceptable at that point and anticipated the reliability to 
be higher with the additional participants in the study. I did not modify any Likert-type 
items before incorporating the questionnaire in the study. 
In assessing the reliability ofLikert-type questionnaire data I gathered from study 
participants, I ran separate reliability indices for pretest and posttest data within each 
class (traditional and listening) and pretest and posttest data for both classes combined 
(Table 7). 
Table 7 
Pre!Posttest Questionnaire Reliability Within and Combined Classes 
Class 
Traditional 
Listening 
Combined Classes 
Pretest 
56 
55 
111 
N 
Posttest 
55 
55 
110 
Cronbach' s alpha 
Pretest Posttest 
.79 .73 
.79 .79 
.79 .75 
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As anticipated, reliability coefficients for the questionnaire improved with the additional 
participants. Reliability ranged from .73 to .79, and according to Pallant (2007), a 
Cronbach's alpha coefficient above .70 is acceptable. Additionally, on the questionnaire I 
asked participants to rank their musical knowledge of classical, jazz, and World Music 
and gauge their attitudes toward classical, jazz, and World Music. I accepted that 
participants' assessment of their knowledge was certainly subjective, and therefore 
viewed the reliability of .73 with this type of instrument as acceptable. 
Participants 
Participants for the study were enrolled in one of two classes of a music 
appreciation course, meeting during the 2009/2010 academic school year (N= 110). The 
traditional class (n =55) met during the fall semester, and the attentive listening class 
(n =55) met during the spring semester. Of the 57 students enrolled in the fall semester 
class, I eliminated two students from the study prior to treatment: one due to absence the 
day the AMMA was administered and one because she added the class late and missed 
the day I administered the questionnaire and AMMA. Of the 59 students enrolled in the 
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spring semester class, I eliminated three from the study prior to treatment, and one 
withdrew from school after attending 10 class periods. Due to the IRB stipulation that 
participants must be at least 18 years of age, I eliminated one student who was age 1 7; I 
also eliminated one student who was absent on the testing day and one student who was a 
music maJor. 
In both the traditional and attentive listening classes, the majority of participants 
were majoring in education, 35 in the traditional class and 39 in the attentive listening. 
The next most popular major represented among participants in both classes was 
humanities, with 17 humanities majors among traditional class participants and 13 among 
attentive listening participants. Traditional class participants represented all four 
academic year classifications fairly equally, with slightly more in their sophomore year of 
study. The attentive listening class was similarly made up of participants from all four 
classifications; however, participants in their sophomore year outnumbered the other 
three classifications combined (Table 8). A complete listing of all majors represented in 
each class is provided in Appendix M. 
Table 8 
Classification and Majors in Classes 
Traditional Percentage Listening Percentage 
(n =55) (n =55) 
Classification Freshman 12 22% 6 11% 
Sophomore 18 33% 29 53% 
Junior 13 23% 10 18% 
Senior 12 22% 10 18% 
Major Education 35 64% 39 71% 
Humanities 17 31% 13 24% 
Other 3 5% 3 5% 
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In both classes the ratio of female to male participants was comparatively the 
same, with females outnumbering males. There were 3 7 females and 18 males in the 
traditional class and 38 females and 17 males in the attentive listening class (Table 9). 
The percentage of females in both classes was higher compared to the percentage of 
females in the entire undergraduate student body (Tables 9 and 1 0). 
Demographics showing ethnicity for both the entire undergraduate student body 
and the individual classes in my study reveal a sample that was not ethnically diverse. 
The student body as a whole for the 2009/2010 school year was 85% white (Table 1 0). 6 
Class demographics indicated similar numbers: 84% of traditional class participants were 
white, and 89% of attentive listening participants were white (Table 9). Of all other 
ethnicities represented in the classes and in the overall student body, none accounted for 
more than 4% of the population (Tables 9 and 10). 
6 The race/ethnicity categories in these demographic tables are not my own; I am using the ethnic 
designations provided by the university. These are the same designations the university used to 
report race/ethnicity to the U.S. Department of Education. International students are recorded as 
"Non-resident alien." 
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Table 9 
Class Demographics 
Traditional Percentage Listening Percentage 
(n =55) (n =55) 
Gender Female 37 67% 38 69% 
Male 18 33% 17 31% 
Ethnicity White 46 84% 49 89% 
Black or African- 0 0% 1 2% 
American 
Asian 2 4% 1 2% 
Hispanic 1 2% 2 4% 
Two or more 2 4% 1 2% 
Non-resident alien 2 4% 0 0% 
Unknown 2 4% 0 0% 
Pacific islander 0 0% 1 2% 
Table 10 
Undergraduate Student Body Demographics 
Fall Percentage Spring Percentage 
2009 2010 
Gender Female 1861 55% 1734 55% 
Male 1534 45% 1435 45% 
Total 3395 3169 
Ethnicity White 2881 85% 2681 85% 
Black or African- 44 1% 43 1% 
American 
Asian 88 3% 85 3% 
Hispanic 67 2% 60 2% 
Two or more 128 4% 116 4% 
Non-resident alien 134 4% 132 4% 
Unknown 37 1% 34 1% 
American Indian 1 <1% 1 <1% 
or Alaskan native 
Pacific islander 3 <1% 3 <1% 
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AMMA. Gordon (1989) listed the highest possible score on the AMMA as 80 and 
the lowest as 28. I calculated measures of central tendency and arranged distributions for 
participants' scores on the AMMA. Traditional class aptitude scores ranged from a low of 
39 to a high of71. The mean was 55.20; the median was 55; and the mode was 58 (Table 
11). According to Gordon's published percentile rank norms for undergraduate, non-
music majors, a score of 55 on the total test indicates an aptitude falling in the 62nd 
percentile. The traditional class's average music aptitude (M = 55.20) was above 
Gordon's published mean (M =51) for undergraduate, non-music majors. 
Attentive listening class total aptitude scores ranged from a low of35 to a high of 
73. The mean was 52.75, and the median was 51 (Table 11). There were two modes: 50 
and 51. A score of 53 on the total test indicates an aptitude falling in the 56th percentile; 
therefore, the attentive listening class's mean (M = 52.75), though lower than the 
traditional class's (M= 55.20), was still above Gordon's mean (M= 51) for 
undergraduate, non-music majors. The distributions for both classes approached 
symmetry, with mean, median, and mode in close proximity. Both distributions, though 
slightly positively skewed, approached a normal distribution. 
Table 11 
Class Mean Scores for AMMA 
Class n M Mdn Mo 
Traditional 55 55.20 55 58 
Listening 56 52.75 51 50, 51 
SD Skewness 
8.05 .05 
7.67 .23 
Kurtosis 
-.60 
.43 
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Additionally, I ran an independent samples t-test on class scores for the AMMA 
to determine whether the classes were significantly different in music aptitude. The 
results of the independent samples t-test comparing the aptitude scores of the two classes 
revealed no significant difference in the scores for traditional class participants (M = 
55.20, SD = 8.05) and attentive listening class participants [M= 52.75, SD = 7.67; t (109) 
= 1.64, p = .1 0], indicating that the classes were roughly similar in music aptitude (Table 
12). 
Table 12 
Independent Samples {-test Comparing Aptitude Scores of Classes 
Aptitude 
scores 
F 
.38 
p 
.10 
t d[ Mean dif{ 
1.64 109 2.45 
Research Questions 
The main research question for this study was: Compared to a traditional 
approach, how effective is an attentive listening-based approach to teaching music 
appreciation? I collected data to address the following three sub-questions related to the 
main research question: 
SQ 1: Is there a significant difference between the factual knowledge of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 2: Is there a significant difference between the listening skills of 
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college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 3: Is there a significant difference between the indicators of attitudes 
in areas of knowledge, opinions, and behaviors of college students 
who receive an attentive listening-based approach and those who 
receive a traditional music appreciation approach? 
Sub-Questions 1 & 2 
I used ANOVAs comparing participants' total test scores, scores on the listening 
portion, and scores on the factual portion of the final achievement test to examine the first 
and second research sub-questions. The dependent variables were total score, factual 
knowledge, and listening skills. My choice to use ANOV A as opposed to ANCOV A with 
participants' aptitude scores as co variates was based on the relationship of aptitude to the 
dependent variables. One of the primary assumptions of ANCOVA is that the covariate 
must be linearly related to the dependent variable (Hinkle, Wiersma, & Jurs, 2003; 
Pallant, 2005). To determine whether there was a linear relationship between aptitude and 
factual knowledge and listening skills as indicated by participants' final achievement test 
scores to merit using aptitude as a covariate in my study, I created a scatterplot. The non-
structured appearance of the scatterplot indicated no relationship between the variables, 
confirming that the data did not meet the assumptions of ANCOVA (Table 13). 
Table 13 
Scatterplot of Relationship Between Achievement Test Scores and AMMA Scores 
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Descriptive statistics. I calculated measures of central tendency and arranged 
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distributions for participants' scores on the final achievement test. The final achievement 
test contained 70 questions. Traditional class scores on the final exam ranged from a low 
of 31 correct responses to a high of 65 correct. The mean was 51.16; the median was 53; 
and the mode was 55. Attentive listening class scores ranged from a low of28 to a high 
of65. The mean was 51.83; the median was 52; and multiple modes existed, with the 
lowest being 47. Scores of 52, 57, 58, and 60 comprised the other modes (Table 14). 
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Distributions in both classes were slightly positively skewed but approached a normal 
distribution. 
Table 14 
Class Mean Scores for Final Achievement Test 
Class n M Mdn Mo SD Skewness Kurtosis 
Traditional 55 51.16 53 55 7.98 -.71 .06 
Listening 55 51.83 52 47, 52, 7.84 -.61 .36 
57,58,60 
Assumptions of ANOV A. I checked that my data met the three assumptions of 
ANOV A: independence, normal distribution of scores, and homogeneity of variance 
(Hinkle, Wiersma, & Jurs, 2003; Pallant, 2005). In designing the study and in planning 
classroom lecture content, I sought to ensure, to the best of my ability, that the 
measurements were independent and not influenced by other measurements or 
interactions, but I could not completely ensure that participants did not influence each 
other's performance by their interactions outside the classroom. For both classes, 
measures I took to ensure independence included the following: class time did not 
involve any group activities, there were no outside reading requirements other than the 
assigned readings from the course textbook, participants in the same class, traditional or 
attentive listening, took identical unit tests and quizzes, and participants received the 
same instruction, according to class, from me as the teacher. The distribution of 
participants' final achievement test scores indicated a relatively normal distribution. To 
determine whether the scores for each class were similar, I ran Levene's test for 
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homogeneity of variance and obtained a significance value of .94, indicating that the 
variances for the two classes were adequately similar. In light of these three assumptions 
being met, I viewed it reasonable to proceed with the ANOV A procedures. 
Inferential statistics. Results of the ANOV A, comparing participants' scores on 
the final achievement test, indicated no significant difference (p = .66) in the scores of the 
two classes (Table 15). 
Table 15 
Analysis of Variance of Final Achievement Test Scores on Total Test 
df 
Between Groups 1 
Within Groups 108 
Total 109 
ss 
12.44 
6929.05 
6941.50 
Mean 
S uare 
12.44 
64.15 
F 
.19 
p 
.66 
I ran additional ANOVAs, comparing participants' scores separately for the 
listening (Table 16) and factual portions (Table 17) of the test. Results indicated no 
significant differences (p = .79;p = .62) in the scores ofthe two classes. 
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Table 16 
Analysis of Variance of Final Achievement Test Listening Skills Scores 
df ss Mean F p 
S uare 
Between Groups 1 .32 .32 .06 .79 
Within Groups 108 529.52 4.90 
Total 109 529.85 
Table 17 
Analysis ofVariance of Final Achievement Test Factual Knowledge Scores 
df ss Mean F p 
S uare 
Between Groups 1 10.50 10.50 .23 .62 
Within Groups 108 4770.36 44.17 
Total 109 4780.87 
Summary. The null hypotheses related to research sub-questions 1 and 2 were: 
NH 1) There is no significant difference between the factual knowledge of college 
students who receive an attentive listening-based approach and those who receive a 
traditional music appreciation approach; and NH 2) There is no significant difference 
between the listening skills of college students who receive an attentive listening-based 
approach and those who receive a traditional music appreciation approach. I retained both 
null hypotheses (NH 1, NH 2). 
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Sub-Question 3 
I began my investigation of the third research sub-question by performing 
principal component analysis (PCA) to extract components underlying participants ' self-
reported attitudes as reflected in their posttest questionnaire responses. After extracting 
three components and collapsing data from participants' responses on items 
corresponding to each component, I ran independent samples t-tests to determine whether 
a statistically significant difference existed between the two classes in areas indicating 
attitudes. The dependent variables were attitudes in areas of knowledge, opinions, and 
behaviors. 
Descriptive statistics. I combined class scores and calculated pretest and posttest 
mean scores for each item (Tables 18-22). For items 1-6 on the questionnaire, I asked 
participants to assess their knowledge of classical music from the Baroque, Classical, 
Romantic, and 20th century periods as well as their knowledge of World Music and 
modem popular music. Participants assessed their knowledge with one of the following 
descriptions: "1=No knowledge," "2=Limited knowledge," "3=Partial knowledge," and 
"4=In-depth knowledge." On both the pretest and posttest, participants ranked their 
knowledge of World Music lowest. On the pretest, participants assessed their knowledge 
of popular music the highest (M = 2.92). Participants ranked their knowledge of popular 
music high on the posttest (M= 3.05), and their assessments in other categories such as 
Classical (M= 3.03) and Romantic knowledge (M= 3.04) were similarly high (Table 18). 
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Table 18 
Pretest and Posttest Mean Scores for Items 1-6 
Item Description M M 
(Pretest) (Posttest) 
1 Baroque knowledge 1.98 2.92 
2 Classical knowledge 2.38 3.03 
3 Romantic knowledge 2.13 3.04 
4 20th Century knowledge 2.16 2.83 
5 World Music knowledge 1.69 2.35 
6 Pop music knowledge 2.92 3.05 
For items 7-9 on the questionnaire, I asked participants to characterize their 
opinions toward classical music, jazz, and World Music, using the following descriptions: 
"1 =Very negative," "2=Somewhat negative," "3=Somewhat positive," and "4=Very 
positive." Participants reported a high opinion of classical music on both pretest 
(M= 3.30) and posttest (M = 3.51), with means above the "Somewhat positive" range. 
Participants' pretest opinions ofWorld Music (M = 2.61) and jazz (M= 2.50) as 
reflected in pretest mean scores fell into the "Somewhat negative" range. On the posttest, 
participants ' opinions of World Music (M= 2.66) and jazz (M = 2.98) as reflected in 
posttest means were higher. Means for opinions of World Music remained virtually 
unchanged from pretest (M= 2.61) to posttest (M= 2.66). These means fell in the high, 
"Somewhat negative" range. Similarly, pretest mean (M = 2.50) related to opinions of 
jazz fell in the "Somewhat negative" range (Table 19). 
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Table 19 
Pretest and Posttest Mean Scores for Items 7-9 
Item Description M M 
(Pretest) (Posttest) 
7 Opinion of classical music 3.30 3.51 
8 Opinion of jazz 2.50 2.98 
9 Opinion of World Music 2.61 2.66 
I intended items 10-17 on the questionnaire to examine musical behaviors in the 
areas of listening practices, album purchases, and concert attendance. Participants ranked 
their agreement with statements characterizing musical behaviors according to the 
following scale: "1 =Strongly disagree," "2=Disagree," "3=Agree," and "4=Strongly 
agree." For items 10 and 11, participants characterized their listening practices. Pretest 
and posttest means for both classes indicated that participants listened to music primarily 
as background as opposed to listening with focused attention (Table 20). 
Table 20 
Pretest and Posttest Mean Scores for Items 10-11 
Item Description M M 
(Pretest) (Posttest) __ 
10 Passive listening 3.02 3.10 
11 Attentive listening 2.66 2.78 
For items 12-14 I asked participants to rank the likelihood of their purchasing a 
recording of classical, jazz, or World Music. Compared to the other two categories, 
pretest and posttest means were highest in the category of classical recording purchase 
125 
(M = 2.84, M = 3.04), and the posttest mean indicated that both classes "Agree" with the 
statement, "I would purchase a recording of classical music." Pretest and posttest means 
indicated that participants were unlikely to purchase a recording of jazz (M = 2.05, M = 
2.37) or World Music (M= 2.13, M= 2.17) (Table 21). 
Table 21 
Pretest and Posttest Mean Scores for Items 12-14 
Item Description M 
(Pretest) 
12 Classical recording purchase 2.84 
13 Jazz recording purchase 2.05 
14 World Music recording purchase 2.13 
M 
(Posttest) 
3.02 
2.37 
2.17 
For items 15-17 I asked participants to rank the likelihood of their attending a 
concert or recital featuring classical, jazz, or World Music. Pretest and posttest means, as 
compared to the other categories, were highest in the category of classical concert 
attendance (M= 3.19, M= 3.29). In the categories of jazz and World Music concert 
attendance, pretest (M= 2.31, M= 2.46) and posttest means (M= 2.66, M= 2.35) 
indicated a low likelihood of attending a jazz concert (Table 22). 
Table 22 
Pretest and Posttest Mean Scores for Items 15-17 
Item Description M 
(Pretest) 
15 Classical concert attendance 3.19 
16 Jazz concert attendance 2.31 
17 World Music concert attendance 2.46 
M 
(Posttest) 
3.29 
2.66 
2.35 
I subjected posttest data from 17 Lik:ert-type questionnaire items to principal 
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components analysis (PCA). Prior to running PCA, I checked the suitability of the data 
for analysis in two areas, sample size and strength of relationship among the items 
(Pallant, 2005). Pallant (2005) recommended a sample size of at least 150 and a ratio of 
five participants for each item. In light of this, I viewed the 110 participants in my study 
as an adequate sample in that there was a ratio of nine participants for each item. To 
ascertain the strength of relationship among variables, I looked at the correlation matrix 
and computed Bartlett's test of sphericity and the Kaiser-Meyer-Olkin value using the 
questionnaire data. Pallant (2005) recommended correlations of r =.30 or greater, a 
Kaiser-Meyer-Olkin value of .60 or higher, and statistical significance of p < .05 from 
Bartlett's test. From the correlation matrix, I identified many coefficients of .30 and 
above. The results ofBartlett's test of sphericity reached significance (p = .000), and the 
Kaiser-Meyer-Olkin value was .72. Based on these results I viewed the data as suitable 
and proceeded to run PCA. 
Results of PCA revealed five components with eigenvalues greater than 1, 
accounting for 27.5%, 15.9%, 11%, 10%, and 7.7% of the variance (Table 23). I then 
examined the scree plot and discerned a break after the third component; therefore, I 
decided to retain three components for further investigation (Table 24). 
Table 23 
Total Variance Explained 
Initial Eigenvalues Extraction Sums of Squared Loadings 
Component Total % of Variance Cumulative % Total % of Variance Cumulative % 
1 4.667 27.455 27.455 4.667 27.455 27.455 
2 2.701 15.890 43.346 2.701 15.890 43.346 
3 1.866 10.975 54.321 1.866 10.975 54.321 
4 1.640 9.646 63.966 1.640 9.646 63.966 
5 1.307 7.690 71.656 1.307 7.690 71.656 
6 .900 5.292 76.948 
7 .766 4.507 81.455 
8 .694 4 .082 85.538 
9 .523 3.076 88.614 
10 .472 2.778 91.392 
11 .370 2.179 93.570 
12 .295 1.735 95.305 
13 .224 1.316 96.621 
14 .186 1.093 97.714 
15 .152 .897 98.610 
16 .132 .778 99.388 
17 .104 .612 100.000 
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Table 24 
Scree Plot 
5 
4 
• 3 
:::J 
ii 
> 
c 
• m 
iii 2 
0 
Scree Plot 
2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 
Component Number 
To interpret these three components, I performed Varimax rotation. While twelve 
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questionnaire items loaded strongly on one ofthe three components, two items (10 and 
11) did not load on any component; Items 5 and 6loaded on two components; and Item 
13 loaded weakly on one component (Table 25). 
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Table 25 
Rotated Component Matrix for Coefficients Above .30 
Item Component 1 Component2 Component 3 
1 .887 
2 .879 
3 .868 
4 .713 
5 .550 .369 
13 .310 
17 .816 
14 .794 
9 .789 
16 .629 
8 .602 
11 
7 .815 
12 .814 
15 .800 
6 .349 -.566 
10 
Results showed questionnaire items 1-4 loading strongly on Component 1. On 
these four items, I asked participants to rank their knowledge of classical music from the 
Baroque, Classical, Romantic, and 20th-Century periods respectively. Questionnaire 
items 8, 9, 14, 16, and 17loaded strongly on Component 2; on these items I asked 
participants to rank their opinions and musical behaviors related to jazz and World 
Music. Items 7, 12, and 15 loaded strongly on Component 3; on these three items I asked 
participants to rank their opinions and musical behaviors related to classical music. I 
identified the three components underlying responses to these items as classical music 
knowledge (Component 1), behaviors and opinions toward jazz and World Music 
(Component 2), and behaviors and opinions toward classical music (Component 3). 
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Items 5 and 6 loaded on two components, with a strong loading on a single 
component; item 5 loaded strongly on Component 1, and item 6 loaded strongly on 
Component 3 (Table 25). On Item 5 I asked participants to rank their knowledge of 
World Music, and on Item 6 I asked participants to rank their knowledge of modem 
popular music. Because these two items loaded on multiple components and because they 
did not load as strongly as other items reflecting variables of Components 1 and 3, I 
decided to eliminate them from future analysis. Item 13 loaded weakly on Component 1 
(Table 25). On this item I asked participants to rank the likelihood of their purchasing a 
recording of jazz music. It is unclear why this item loaded on Component 1 with other 
items related to classical knowledge; therefore, I eliminated Item 13 from further 
analysis. 
Items 10 and 11 did not load on any component; however, prior to rotation these 
two items were the only items loading on Component 5 (Table 26). While on other 
items, I referred to specific musical genres, on both of these items, I asked participants to 
rank their listening practices in general. Listening appeared to be the variable underlying 
participants' responses to these items, and though the loadings were strong, I decided to 
eliminate Items 10 and 11 because they did not reflect attitudes toward specific music as 
did other items. 
131 
Table 26 
Unrotated Loadings 
Item Component 
1 2 3 4 5 
1 .756 -.413 
2 .734 -.311 -.419 
3 .729 -.354 -.393 
14 .658 .413 .322 -.367 
4 .632 -.405 
12 .609 -.441 .456 
15 .597 -.410 .471 
17 .591 .503 .305 -.332 
9 .541 .513 -.322 
5 .509 .341 -.382 
6 .606 
7 .435 -.543 .454 
8 .314 .503 .633 
16 .316 .550 .606 
13 .339 .591 
10 .781 
11 -.743 
After interpreting the three components identified through PCA, I calculated the 
distribution of participants 'questionnaire posttest responses on items fitting into each 
component (Table 27). Component 1 is self-reported knowledge of classical music; 
Component 2 is self-reported behaviors and opinions toward jazz and World Music; and 
Component 3 is self-reported behaviors and opinions toward classical music. 
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Table 27 
Class Mean Scores for Three Variables on Questionnaire Posttest 
Class n Com M SD Skewness Kurtosis 
Trad. 55 1 162.75 9.5 -1.02 -.42 
2 138.7 13.7 .16 -.25 
3 182.33 15.5 .09 
List. 55 1 163 1.82 .00 -3.3 
2 144 20.79 -.02 -1.02 
3 178.33 11.59 -.63 
Inferential statistics. I collapsed posttest data from questionnaire items 
indicating classical music knowledge, behaviors and opinions toward jazz and World 
Music, and behaviors and opinions toward classical music, and I then ran independent 
samples t-tests on the data. I chose to run independent samples !-tests rather than 
ANOV As because the data did not meet all the assumptions of ANOV A. Data for 
Component 1 violated the assumption ofhomogeneity of variance; specifically results of 
Levene's test for equality of variance produced a significance of .04, suggesting that for 
this component the variances of the two classes were not equal. In interpreting the results 
of the t-test for Component 1, I looked to the results not assuming equality of variances. 
Results of the independent samples !-tests indicated no significant difference in the 
responses of the two classes for any of the three components (Table 28). 
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Table 28 
Independent Samples £-tests on Questionnaire Posttest Responses Summarized Within 
Three Components 
Component Class M SD t p 
Trad. 162.75 9.5 -.05 .96 
List. 163 1.8 
2 Trad. 138.7 13.7 -.47 .64 
List. 144 20.79 
3 Trad. 182.33 15.5 .35 .74 
List. 178.33 11 .59 
Using the identical three components identified by running PCA on posttest data, 
I collapsed pretest data from questionnaire items and ran independent samples !-tests. 
Results indicated no significant difference between the responses of the two classes on 
any of the three components (Table 29), suggesting that at the outset of the course 
participants in both classes were generally similar in attitudes as indicated by their self-
reported knowledge of classical music, behaviors and opinions toward jazz and World 
Music, and behaviors and opinions toward classical music. 
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Table 29 
Independent Samples {-tests on Questionnaire Pretest Responses Summarized Within 
Three Components 
Component Class M SD t p 
1 Trad. 123.25 9.53 .83 .43 
List. 117.75 9.03 
2 Trad. 130.4 11.65 -.74 .47 
List. 135.6 10.38 
3 Trad. 174.16 13.87 .39 .71 
List. 169.33 15.88 
Summary. The null hypothesis related to the third research sub-question was: 
NH 3) There is no significant difference between the indicators of attitudes in areas of 
knowledge, opinions, and behaviors of college students who receive an attentive 
listening-based approach and those who receive a traditional music appreciation 
approach. I retained the null hypothesis. 
Summary of Results 
In the present study, I explored the following main research question: Compared 
to a traditional approach, how effective is an attentive listening-based approach to 
teaching music appreciation? In order to answer this question, I used quantitative 
methods to answer three sub-questions. 
Summary of Results for Research Sub-Questions 1 & 2. Research Sub-
Question 1 addressed music appreciation achievement in factual knowledge. To answer 
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this question, I used ANOV A to compare the two classes' fmal achievement test scores in 
the area of factual knowledge. Results indicated no significant difference (p = .62) in the 
factual knowledge scores of the two classes. Based on these results, I concluded that, 
after completing the course, participants in both classes demonstrated similar 
achievement in factual knowledge. 
Research Sub-Question 2 addressed music appreciation achievement in listening 
skills. To answer this question, I used ANOVA to compare the two classes' final 
achievement test scores in the area of listening. Results indicated no significant 
difference (p = . 79) in the listening scores of the two classes. Based on these results, I 
concluded that, at the conclusion of the course, both classes demonstrated similar 
achievement in listening skills. 
Results of the ANOVA comparing scores on the total test as well as results from 
additional ANOVAs comparing participants' scores separately for the listening and 
factual portions of the test revealed no significant difference in the scores of the two 
classes; neither class outperformed the other in achievement areas. Though neither 
approach was found to be more effective, these results suggest the relative effectiveness 
of both approaches and indicate that a non-traditional, attentive listening-based approach 
is a viable and effective alternative to a traditional approach in promoting achievement in 
areas of factual knowledge and listening skills. 
Summary of Results for Research Sub-Question 3. Research Sub-Question 3 
addressed music appreciation achievement as indicated by attitudes. Specifically, I 
administered a Music Attitude Questionnaire as a pretest/posttest and thereby gathered 
136 
data from participants concerning their attitudes in areas of perceptions of knowledge, 
opinions, and behaviors. To answer this question, I ran principal components analysis 
(PCA) on participants' posttest responses to the 17 Likert-type questionnaire items to 
collapse the data into categories reflecting underlying components. After collapsing data 
into three categories through PCA, I ran independent samples !-tests on participants' 
posttest responses to 12 questionnaire items. Results of the t-tests on participants' posttest 
questionnaire responses indicated no significant difference between the two classes on 
questionnaire items reflecting the three components (p = .96;p = .64;p = .74). Based on 
these results, I concluded that at the conclusion of the course, participants in both classes 
demonstrated similar attitudes in the categories of classical music knowledge, and 
behaviors and opinions toward jazz, World Music, and classical music. 
In the area of attitudes, independent samples t-tests indicated no significant 
difference in participants' responses in categories relating to participants' attitudes; 
however, overall participants' attitudes as expressed on the Music Attitude Questionnaire 
appeared to improve in both classes from pretest to posttest. 
Reflections 
In my initial analysis of questionnaire data, I used independent samples t-tests to 
analyze data. After organizing the results and looking over the bulk of data, I decided that 
it would be more helpful to condense and further organize the results under broad 
components. At this point, I subjected my questionnaire data to PCA as I described in 
Chapter 3. Looking back on what I learned from the PCA results, I believe it would have 
been better to run PCA in the pilot phase of my study as well as the analysis phase. 
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Running a PCA on a piloted version of my questionnaire, would have allowed me to 
further refme questionnaire items prior to the main study, potentially enabling me to 
further distinguish knowledge, opinions, and behaviors and to give more specific insight 
into post course attitudes. 
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Chapter 5. Conclusions and Discussion 
As my study evolved from the pilot phase, to implementation, and then to analysis 
and discussion, I found that I was constantly returning to my rationale and revising my 
conceptual framework and design. I detailed these design changes in the previous 
chapters; however, my conceptual framework as stated in the opening chapter is much 
different from what it was when I initially began this study. In the beginning stages of my 
study, I considered multiple aspects of the music appreciation course, including its 
content, ideology, history, and historical emphases. Not only did the understanding I 
gained by pursuing these avenues prove useful for establishing a rationale for my study, 
but as I implemented the study and then began organizing and interpreting results, I 
uncovered additional areas to pursue along social and cultural lines of inquiry. Though 
these issues did not directly inform my research design, I do believe they complement my 
findings and offer helpful avenues for future research. In this chapter I will discuss and 
apply the results of my study; I will also explain my current thinking on the social 
implications of teaching music appreciation today and how these avenues can be pursued 
via research and applied in the classroom. 
Purpose and Research Questions 
The purpose ofthis study was to determine the effect of an attentive listening-
based approach on the music appreciation achievement and attitudes of college, non-
music majors. I sought to answer the following main research question: 
RQ: Compared to a traditional approach, how effective is an attentive 
listening-based approach to teaching music appreciation? 
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From prior research in music appreciation, I identified factual knowledge, listening skills, 
and attitudes as indicators of music appreciation and posed three sub-questions 
addressing these indicators of appreciation: 
SQ 1: Is there a significant difference between the factual knowledge of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 2: Is there a significant difference between the listening skills of 
college students who receive an attentive listening-based approach 
and those who receive a traditional music appreciation approach? 
SQ 3: Is there a significant difference between the attitudes of college 
students who receive an attentive listening-based approach and 
those who receive a traditional music appreciation approach? 
In order to answer my research sub-questions, I taught two separate classes of a 
music appreciation course, employing two different approaches-traditional and attentive 
listening-based. To participants in both classes, I administered and gathered data from a 
final achievement test and a Music Attitude Questionnaire. I used statistical procedures in 
analyzing data I collected from these two instruments. I discussed my statistical 
procedures in Chapter 3 and reported my results in Chapter 4. Based on these results, I 
have answered my research questions, and in the first part of this chapter I discuss these 
findings. In the remaining pages of the document, I derive implications for teachers of 
music appreciation courses and suggest future avenues of research by connecting my 
quantitative results to the conceptual framework I outlined initially in Chapter 1 and 
revisit in this chapter. To conclude the document, I offer fmal thoughts to the broader 
community of music educators within music appreciation. 
Discussion 
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Having answered my research questions, I examined my study in order to identify 
relative strengths and areas of concern. Further, I believe that my quantitative fmdings 
are important to the broad community of scholars and pedagogues in music appreciation 
in that they not only support the effectiveness of a non-traditional, listening-based 
approach but also indicate that students are at least equally receptive to a non-traditional 
approach that departs from an exclusively western focus. 
One of the strengths of this study was the strong reliability of my researcher-
designed assessment instruments. Reliability indices for both the final achievement test 
and Music Attitude Questionnaire as implemented in this study were above . 70, thereby 
lending credibility and confidence to my findings. I also believe that another strength was 
that I tested achievement in variables scholars have commonly agreed upon as indicative 
of music appreciation-factual knowledge, listening skills, and attitudes. 
Implications. My study was limited to the population of students enrolled at one 
specific university; however, I believe I have addressed pedagogical concerns of music 
appreciation teachers. My quantitative results suggest the effectiveness of a non-
traditional approach to teaching music appreciation and point to the need for educators to 
formulate approaches which address learning in all aspects of music appreciation, 
including factual knowledge, listening skills, and attitudes. 
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Course content and assumptions. As indicated by the results of this study, the 
traditional focus on theme recognition, a chronological presentation of music history and 
composer biography is not the only effective approach to teaching music appreciation 
even if we defme the efficacy of an approach along the traditional indicators of factual 
knowledge, listening skills, and attitudes. In its formative decades, early critics such as 
Adorno (1838) questioned these emphases of traditional approaches, and similar 
criticisms persist in more recent scholarship (Hosterman, 1992; Gordon, 1996; 
Kudlawiec, 2000; Locke, 2001 ). Yet, today the majority of textbook authors and 
undergraduate course instructors follow a similar, traditional approach (Almujarreb, 
2000; Renfroe, 2005). 
In this study, participants experiencing a non-traditional music appreciation 
approach which was non-chronological and attentive listening-based did just as well on 
an achievement test covering factual knowledge and listening skills as their counterparts 
who experienced a traditional approach to music appreciation. The attitudes of the two 
classes toward music were similar as well, suggesting the effectiveness of a non-
traditional approach in encouraging positive attitudes toward music; however, by 
maintaining the traditional approach and its accompanying pedagogical emphases, 
educators preserve assumptions of early music appreciation, namely the transcendence of 
the Western canon, resulting in the tacit acknowledgement of a social hierarchy within 
music where classical is labeled "good" and popular is labeled "bad." It would seem 
reasonable, therefore, to pursue and encourage non-traditional approaches in an effort to 
discourage hierarchical musical distinctions and focus rather on skill development and 
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musical exploration. 
Additionally, the requirement of a music appreciation course in many collegiate 
degree programs betrays the assumption that students do not appreciate music to begin 
with; yet, it is also clear from participants' pretest questionnaire responses that 
participants did have knowledge of, and likely did appreciate, music coming into the 
course. Many participants even indicated knowledge about classical music.7 
Understanding students' musical preferences at the outset of the course may help 
instructors formulate and design both the content and approach of a music appreciation 
course to be more relevant to students. Whether students' musical knowledge is 
classically-based or not, teachers can assume some level of appreciation and thus may 
derive course content which explores students ' existing appreciation and knowledge. My 
findings related to participants' performance on the AMMA may challenge assumptions 
about students' preparedness in the area of listening skills. As I detailed in Chapter 4, 
participants in my study performed better than average on the AMMA, indicating that in 
my study participants came into the music appreciation course with sufficient skill in 
listening to allow them to perform well on a standardized test relying on focused 
listening. 8 
7 While the majority of the participants took this class as a requirement for their major, some 
chose to take the class as an elective. With that in mind, it is possible and perhaps likely that these 
participants entered the class with a positive attitude toward classical music. Though outside the 
scope of this study, it is also helpful to consider that participants' attitudes toward course content 
might have been different in a non-elective class setting or in a classroom with different student 
demographics. 
8 The AMMA contains very brief musical examples and therefore does not assess attentive 
listening as I define it for the purposes of my study. 
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Limitations 
Because I uncovered a conceptual framework revealing a hidden curriculum 
promoting a particular sociological thrust of music appreciation pedagogy, in my opinion, 
the quasi-experimental design and descriptive and inferential methodology, as opposed to 
a study investigating sociological issues, were limitations of this study in which I sought 
to determine the effectiveness of an attentive listening-based approach to teaching music 
appreciation. I compared the attentive listening-based approach to a traditional approach 
on the music appreciation achievement ofundergraduate, non-music majors in the areas 
of factual knowledge, listening skills, and attitudes. I did not explore participants' 
attitudes toward the approaches, but rather examined their attitudes related to music. One 
possible avenue of research would be into student attitudes toward an attentive listening-
based approach to teaching music appreciation compared to a traditional approach. 
Though I was able to answer my research questions and determined that an 
attentive listening-based approach was equally as effective at promoting music 
appreciation in traditional areas of emphasis, namely factual knowledge, listening skills, 
and attitudes, I believe this approach and other non-traditional approaches deserve further 
study. Because of the potential for students to view an exclusively Western, classical 
traditional approach as irrelevant (Hosterman, 1992; Kudlawiec, 2000) and because 
music appreciation pedagogues are concerned that music appreciation students develop 
skills they can apply to musical scenarios beyond the classroom (Griffel, 1978; Ferrara, 
1986), a study examining post-course attitudes toward both traditional and non-traditional 
approaches would lend additional insight into student beliefs related to the usefulness of 
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the music appreciation course. 
Further, though no significant difference was found in the areas of factual 
knowledge or listening achievement of participants in this study, I believe more research 
on the effectiveness of a listening-based approach would be valuable and would fill gaps 
in the literature on the topic. Along these lines, at the time of my study, the listening 
software package which will accompany Wallace ' s text in its published form was not 
available for distribution among participants in the attentive listening-based class; 
therefore, the attentive listening-based approach I utilized, though including all the 
musical examples Wallace reference in the text, was somewhat incomplete. A follow-up 
study testing the effectiveness of the attentive listening-based approach could additionally 
investigate the effectiveness of the accompanying listening software package compared 
to a traditional CD package and listening maps such as provided in a textbook like 
Kamien's. 
At the outset of my study I was especially eager to explore the effectiveness of the 
approaches on listening skills. Throughout the study, I did not observe any behaviors 
from participants which would indicate differences in their listening skills, yet I was 
somewhat surprised that there were no significant differences between the two classes in 
the area of listening skills. In reflecting on this finding, I considered that perhaps my 
assessment of listening skills could have been more comprehensive. With that in mind, I 
believe if I were to conduct a follow-up study, I would incorporate a separate listening 
skill achievement measure, with a greater number and different types of listening items, 
than I incorporated in this study via the fmal achievement test. In that way, each 
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component of appreciation, factual knowledge, listening skills, and attitudes, would have 
its own assessment and would perhaps be a more accurate reflection of listening skill 
achievement as the result of taking the course. Beyond this, attentive listening as I 
defmed it in my study involves attention to musical context, an understanding of people 
doing music in culture. Thus, I believe that in order to realize the ideal of promoting truly 
attentive listeners, students should be given the opportunity to explore musical contexts 
through doing music, whether that involves singing, playing, and/or moving to music. 
Student preferences and course content. While the non-traditional, attentive 
listening-based approach I incorporated in my study contained musical examples outside 
the Western, classical tradition, the bulk of the listening was classically-based. In light of 
the concerns I introduced in Chapter 1 and the assumptions I introduce later in this 
chapter, specifically the potential for a classical focus to reinforce antiquated race and 
power hierarchies (Bourdieu, 2000; Gustafson, 2005), students may benefit from a course 
design that samples from their existing musical preferences and reflects ethnic 
differences. It would be interesting and helpful to test the effectiveness of a non-
traditional, listening-based approach in which the teacher derives the course's musical 
content, or a portion of it, from surveying the students' musical preferences as compared 
to a traditional approach. In a study incorporating a non-traditional approach such as this, 
a researcher could design a course which maintained a repertoire of Western art music 
works if desired, but was also dynamic in that it engaged with the music students enjoyed 
at the time. 
In my study participants in both classes appeared more receptive to jazz at the end 
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of the semester. Though I did not find significance in this area, I believe my findings 
suggest potential lines of inquiry related to utilizing jazz music in the context of a music 
appreciation course. I believe my findings related to the use of jazz in the music 
appreciation classroom could also be helpful in a study exploring the relative 
effectiveness of music appreciation approaches to encouraging students' willingness to 
investigate a wider variety styles and genres as opposed to focusing just on classical 
music or deriving the majority of musical examples from the classical tradition. 
Validity and generalizability. Generally speaking, a non-simultaneous treatment 
design is not ideal, posing potential threats to validity. My decision to use this type of 
design was based on several logistical issues resulting from the constraints of the 
academic environment in which the study took place. At the university, there was only 
one class of music appreciation each semester. Implementing a simultaneous treatment 
design would have involved dividing the class in half, teaching one half according to the 
attentive listening approach myself, and engaging another teacher to teach the other half 
according to a traditional approach. Because of the logistical concern oflimited 
classroom space, because I believed the study would be stronger if the same teacher 
taught both classes, and because I could obtain more participants by using students 
enrolled in both semesters ofthe course, I decided the non-simultaneous design was not 
only simpler but, under the circumstances, a stronger option. 
Because the listening-based textbook had not been published at the time of this 
study, participants in the attentive listening class read an electronic copy of the text and 
accessed course listening via an electronic playlist. Participants in the traditional 
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classroom used a printed text with accompanying CD package that they could utilize for 
accomplishing the course listening. In addition, course listening for the traditional class 
was available in electronic form. Though I do not believe any of the options for delivery 
of text or listening were prohibitive to participants' completing the course reading and 
listening assignments, I am confident that there were very few participants from either 
class who completed all the readings and listening. In light of this, I believe in future 
studies using two different textbooks it would be helpful to devise a strategy for tracking 
participants' textbook reading and listening completion and perhaps then compare results 
with the number of participants who actually read and listened to the material outside the 
classroom perhaps through technological tracking. 
One area of change would be in the number and nature of the listening questions 
on the fmal achievement test. As implemented in my study, the final achievement test 
contained 15 questions assessing listening compared to 55 questions assessing factual 
knowledge. While the strong reliability speaks well for the instrument, I believe my 
findings related to listening achievement would be stronger and perhaps significant had I 
incorporated more listening items on the final achievement test. Further, my listening 
examples were 50 seconds in duration and may not have assessed the specific type of 
listening I encouraged through the attentive listening approach. Wallace, in the attentive 
listening-based text, encouraged a listening involving sustained attention to lengthier 
musical examples. I would, therefore, have included on the final achievement test not 
only more listening items, but I would have incorporated lengthier musical examples 
paired with questions requiring more sustained listening attention. 
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Demographics. As I mentioned in Chapter 3, the population from which I derived 
the sample for this study was somewhat unique, and the demographics in Chapter 4 
indicate that the population was not ethnically diverse. While the uniqueness of my 
sample precludes its generalizability beyond the present study, I believe my study can 
easily be replicated in a university boasting a student body representing a broader 
spectrum of musical, ethnic, and cultural backgrounds. With that in mind, future research 
testing the effectiveness of a listening-based approach in a more ethnically diverse 
setting, according to a simultaneous treatment design, would be useful. 
Conceptual Framework Revisited 
Throughout my study, I revisited my conceptual framework and pursued the 
implications of maintaining a traditional approach. At this point in my understanding, I 
acknowledge that perhaps more relevant to pedagogues is how the hierarchical distinction 
between classical and popular also functions socially to separate social classes within 
America. Bourdieu (2000) and Gustafson (2005) were particularly helpful in pointing to 
how these approaches solidify social distinctions among race, class, and gender. 
Gustafson (2005) argued that music appreciation education, with its exclusive focus on 
Western art music, was a moral, elite education, promoting a particular brand of ideal 
American citizen, and "good citizenship equaled the recognition of 'great music"' (p. 
181 ). Thus, early appreciation efforts, according to Gustafson, "made high aesthetics a 
democratic achievement" (p. 156). French sociologist and philosopher Pierre Bourdieu 
(1984) also described how cultural practices produce social hierarchies, perpetuating 
stratification: 
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The denial of lower, coarse, vulgar, venal, servile-in a word, natural-
enjoyment, which constitutes the sacred sphere of culture, implies an affirmation 
ofthose who can be satisfied with the sublimated, refined, disinterested, 
gratuitous, distinguished pleasures forever closed to the profane. That is why 
art and cultural consumption are predisposed, consciously and deliberately 
or not, to fulfill a social function of legitimating social differences (p. 7). 
Locke (2001) further explained the pedagogical outgrowths of an ideology 
assuming the "doctrine of autonomy" in which "great" works of art necessarily from the 
Western art music tradition were viewed as separate from their cultural and social 
context. In defining autonomy or "essentialism," Bourdieu (1984) likened the prestige 
implied by the presumption of Canonic autonomy to the respect given nobility based 
solely on their family pedigree: 
They are only what they do, merely a by-product of their own cultural production, 
the holders of titles of cultural nobility-like the titular members of an 
aristocracy, whose 'being', defined by their fidelity to a lineage, an estate, a race, 
a past, a fatherland or a tradition, is irreducible to any 'doing', to any know-how 
or function---{)nly have to be what they are, because all their practices derive 
their value from their authors, being the affirmation and perpetuation of 
the essence by virtue of which they are performed (pp. 23-24). 
In light ofthe sociological implications of maintaining an outdated approach to 
teaching music appreciation and looking to the future, I believe it is important for 
pedagogues to broaden students' conception of classical or "classic" music. A non-
traditional approach such as an attentive listening-based approach is well-suited to 
demystify classical music in this way. By introducing World Music as well as examples 
from popular traditions, pedagogues can not only tap into students' existing musical 
preferences but also demonstrate that timeless and "great" music exists in all genres and 
cultures. Classical music thus redefined is a more intellectually honest, culturally 
generous, and relevant "appreciation" of music; the traditional focus on Western art 
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music can only reinforce the self-fulfilling, essentialism of hierarchical class distinctions 
described by Bourdieu (2000): 
Aristocracies are essentialist. Regarding existence as an emanation of essence, 
they set no intrinsic value on the deeds and misdeeds enrolled in the records and 
registries of bureaucratic memory. They prize them only insofar as they clearly 
manifest, in the nuances of their manner, that their one inspiration is the 
perpetuating and celebrating ofthe essence by virtue of which they are 
accomplished. The same essentialism requires them to impose on themselves 
what their essence imposes on them-noblesse oblige-to ask of themselves what 
no one else could ask, to "live up" to their own essence (p. 24). 
By contrast to Bourdieu's essentialism, in The Prison Notebooks, Gramsci (1971 /2001) 
offered a more promising outlook for society, positing that the "hegemony" enjoyed by 
the ruling class could be overcome by ideas, and therefore change was possible via 
pedagogy. Further, Gramsci proposed that every person, regardless of social class, was an 
intellectual: 
Each man, finally, outside his professional activity, carries on some form of 
intellectual activity, that is, he is a "philosopher," an artist, a man of taste, he 
participates in a particular conception of the world, has a conscious line of 
moral conduct, and therefore contributes to sustain a conception of the world 
or to modify it, that is, to bring into being new modes ofthought (pp. 1004-1005). 
With that in mind, however, my revised conceptual framework calls into question 
the strengths of my quantitative approach. Specifically, an understanding of the hidden 
curriculum promoted through music appreciation efforts since its earliest years and the 
potential for a traditional approach to sustain and perpetuate social stratification and 
musical hierarchies undermines the measurement of achievement in music appreciation 
within traditional skill areas such as factual knowledge, listening skills, and attitudes. 
Because of this, had I begun my study with my current conceptual framework in place, I 
believe I would have taken a different, more sociologically-influenced path to exploring 
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music appreciation. And, although it would seem that to an extent my study could be 
viewed as self-contradictory and oppositional, I believe the journey itself from 
psychological to sociological and back was profitable and instructive. My findings, along 
both psychological and sociological lines, informed each other, adding nuance to my 
understanding and suggesting relevant implications and potentially beneficial areas of 
future research in music appreciation. 
Suggestions for Future Research 
My study sets the groundwork for follow-up studies along multiple avenues such 
as those exploring music appreciation approaches which are more inclusive and generally 
reflective of 21st-century American culture, research examining approaches promoting 
skill development and music making, those encouraging musical discovery, and 
qualitative studies related to curricula and how it reflects and sustains societal norms 
related to race, gender, and class. Assumptions, such as the universality of the Western 
canon, alongside pedagogical emphases on theme recognition and factual knowledge, 
which formed the basis for traditional music appreciation, may not be relevant for music 
appreciation in the 21st century (Hosterman, 1992; Kudlawiec, 2000). Because music 
appreciation is a staple course in American academics and because historically music 
appreciation has functioned in many ways to reinforce and perpetuate social values and 
norms, I believe music appreciation educators are in a unique position. Scholars and 
pedagogues need to reconsider traditional approaches to teaching the course and revise 
the defmition of appreciation. Locke (200 1) suggested specific areas music educators 
should consider in order to make music courses more socially relevant: 
As classroom teachers ... we can help shape other people's views 
by doing such things as stressing music's social contexts ... , by 
drawing attention to the active roles of women in musical life, by 
exposing people to musics of other cultures, and by opening their eyes 
to the implications of the commercial musics that surround them in 
their daily lives (p. 527). 
In the same article, Locke (2001) referenced ethnomusicologist Margaret Kartomi's 
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position stated in the preface to the collection Music-cultures in contact: Convergences 
and collusions. Kartomi (1994) argued that musical cultures change by responding 
positively or negatively to contact from "impinging cultures" (p. ix). According to 
Kartomi, a healthy "convergence" of cultures is marked by the following positive musical 
results: "an influx of new musical ideas, organizing principles and repertories. They may 
result in a greater level of individual and corporate creative activity than before, or an 
increase in the total amount of time and energy spent by a group of people on music-
making" (p. ix). By contrast, Kartomi described an unhealthy "collision" of musical 
cultures: 
Contact may result in collusions or clashes between impinging cultures, 
as when a conservative community rejects an alien music, when colonial 
overlords suppress an indigenous music, or when the music of a dominant class 
is given priority over minority musics in a society or education institution. Partly 
or wholly unfavorable results may ensue from such collisions, for example, 
the loss or abandonment of whole works, genres, or concepts, or a severe 
reduction in the total amount of energy spent on creative music-making 
in a community (p. ix).9 
I believe the music appreciation classroom, past and present, illustrates both the collision 
and convergence of cultures in America; thus, it presents a potentially productive field for 
9 Kartomi gives the impression that cultures are distinct and unconnected when, in reality, the 
interconnectedness and overlap among cultures is complex and rich. In this regard Kartomi's 
description of cultural collisions and convergence is somewhat restricted and potentially 
dangerous, although helpful in encouraging positive cultural interaction. 
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researchers interested in relevant teaching approaches with the potential to effect positive 
social change. With that in mind, I propose that researchers engage in demographic 
studies of music appreciation in which they address social concerns such as how music 
interacts with race, gender, and class and then work to redefine music appreciation. 
Through qualitative methods, researchers could explore the extent to which social 
attitudes connected to traditional music appreciation pedagogy are still ingrained in 
society; essentially, they could illuminate the unhealthy effects of cultural collisions. 
Based on my discoveries throughout this study, I now envision the possibility of 
music appreciation existing either as an ethnomusicology course or as a hybrid course, 
borrowing heavily from ethnomusicology but perhaps still retaining some traditional 
musical content. 10 I see the emphases of ethnomusicology as more in line with my 
conceptual framework. In addition to exploring music from all over the world, 
ethnomusicologists take anthropological and sociological approaches to studying music, 
viewing the process of music making in society and cultures rather than looking at music 
solely as products. With that in mind, I believe the redefining of music appreciation as 
ethnomusicology should encompass two areas: course content and achievement areas. 
Course content should be flexible and not exclusively western, including music from 
other cultures as well as popular music, and by extension, students could be encouraged 
to adopt and apply the more universal term "classic" rather than the more ethnocentric 
term "classical." As I mentioned previously, I also believe that student interest, and 
perhaps musicaVcultural backgrounds, should be incorporated into course content 
10 If we concede that knowledge of Western art music is not requisite for musical appreciation, 
then essentially the possibilities for musical content in such a course are wide open. 
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alongside a focus on the process and cultural context of music making around the world. 
In such a classroom, where music is taught to be appreciated as a creative activity 
undertaken by people in all cultures, alternative achievement emphases should reflect a 
more socially-conscious and thus "convergent" posture toward appreciating music. By 
extension, assessments reflecting this emphasis should include behavioral skills such as 
singing, playing instruments, moving to music, creating, and investigating within 
multiple musical traditions. 
Final Thoughts 
In closing, although I undertook this study at a single, private, southern university, 
music appreciation courses remain prevalent in colleges and universities across the 
United States. Music appreciation teachers face multiple challenges in their classrooms, 
not the least of which being an increasingly diverse and global student body alongside an 
increasingly outdated, potentially irrelevant, and likely socially polarizing pedagogical 
tradition. Students in music appreciation classrooms may have years of formal musical 
experiences behind them, while others may have limited exposure to music in an 
academic setting. Teachers may also face resistance from students who view the 
requirement of such a course as a nuisance at best. At the same time, teachers may be 
fearful toward using non-traditional approaches because they are unfamiliar. 
Added to this, my experience through the course of my study has produced a view 
of research as reflective and growing, not stagnant and rigid, and allowed me to be 
responsive to events occurring in the process-not a slave to methodology, traditions, or 
procedures. I believe music appreciation pedagogues comfortable with a traditional 
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approach should bring a similar responsiveness toward bringing non-traditional content 
such as World and popular music into the music appreciation classroom. In a statement 
which, to me, parallels research and learning, Arno Ilgner (2009), expert rock climber, 
discussed growing by challenging our presuppositions and facing fears preventing us 
from escaping our comfort zone: 
To expand your comfort zone you need to take your body into the uncomfortable 
zone, experience it, and when it's over, allow your mind to process the 
experience. This expands your mind's understanding of what is possible. This is 
how you improve. We all desire to climb harder grades or overcome fears. You 
accomplish this by engaging situations that are uncomfortable for your mind, 
and then focus on processing your body through them. The mental processing can 
occur immediately after a climbing experience, but many times it occurs later 
when you evaluate your effort (p. 7). 
In spite of challenges, I am aware of music appreciation pedagogues who are passionate, 
imaginative, knowledgeable, reflective, and enthusiastic about their subject matter and 
continue to seek alternative approaches to teaching this course which reach out to all 
students in their classrooms. It is to these educators and to the broader community of 
music educators that I offer this research study in the hope of continuing the discussion 
on effective approaches to teaching music appreciation. 
Course Description: 
Appendix A 
Traditional Class Syllabus 
Mu201 
Appreciation of Music 
2009-10 First Semester 
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This course provides the necessary background for the appreciation of music by a general 
survey of aesthetic and formalistic principles in primarily the western, classical music 
tradition and their sociological and historical implications. The instructor will provide 
guided listening exercises in class to facilitate students' application of principles covered 
in class to their listening experiences. 
Course Reading: 
Kamien, Roger. Music: An Appreciation. 6th briefed. Boston: McGraw-Hill, 
2008. 
Learning Objectives: 
Students will understand, describe, and identify musical elements such as texture, 
timbre, form, and melody in a musical work. 
Students will recognize and explain the musical characteristics of the six major 
stylistic periods in the history of western art music. 
Students will understand the historical and sociological forces influencing the 
musical style of each of the six major stylistic periods. 
Students will appreciate the diversity of musical styles not only within the 
western, classical tradition but in music from other cultures and within other 
traditions. 
Students will attend three live concert or recital performances. 
Students will write a review of a live concert or recital performance. 
Students will participate in teacher-directed group listening activities as well as 
individual listening activities as directed in the course textbook. 
Students will listen to an extended musical work with focused attention. 
Copyright Policy: 
Copyright-2009/2010 (Heather McNeely) as to this syllabus and all lectures. Students are 
prohibited from selling (or being paid for taking) notes during the course to, or by any 
person, or commercial firm without the express written permission of the professor 
teaching the course. 
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Schedule 
Date Day Class Assignment 
Sept. 2 w Orientation 
Sept. 7 M Instruments and Timbre 1-29 
Sept. 9 w Rhythm, Notation, and Melody 30-40 
Sept. 14 M Harmony, Key, Texture, Form, 41-57 Quiz 1 (covers first 
and Style 3 readings) 
Sept. 16 w Middle Ages 58-78 
Sept. 21 M Renaissance 78-89 Quiz2 
Sept. 23 w Test 1 
Sept. 28 M Baroque Style and Forms, Purcell 91-122 
Sept. 30 w No Class 
Oct. 5 M Baroque Sonata, Vivaldi, Bach, 122-133 Quiz3 
and Suite 
Oct. 7 w Chorale, Cantata, Oratorio, and 134-147 Quiz 4 
Handel 
Oct. 12 M Test 2 
Oct. 14 w Classical Forms 149-174 
Oct. 19 M Haydn and Mozart 174-192 Quiz 5 
Oct. 21 w Beethoven 193-205 Quiz 6 
Oct. 26 M Test 3 
Oct. 28 w Romanticism, Composers to 207-239 Quiz 7 
Liszt 
Nov. 2 M Mendelssohn to Berlioz 239-252 Quiz 8 
Nov. 4 w No Class 
Nov. 9 M Nationalism 252-267 
Nov. 11 w Dvoi'ak/Tchaikovsky /Brahms Quiz9 
Nov. 16 M Verdi, Puccini, and Wag!}er 267-285 Quiz 10 
Nov. 18 w Test4 
Nov. 23 M Debussy, Neoclassicism, and 287-317 Quiz 11 Concert 
Stravinsky Report Due 
Nov. 25-30 W-M Thanksgiving Break 
Dec. 2 w Expressionism to Copland 318-348 Quiz 12 
Dec. 7 M Music and Styles Since 1945 349-370 Quiz 13 
Dec. 9 w Jazz, Popular Music, and 370-416 
Nonwestem Music 
Dec. 17 Th Final Exam 7:40-8:50 
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Course Attendance Policies: 
Students are expected to be present and on time for each class meeting. If a student is in 
his/her seat when the bell rings, that student will be marked present. A student will be 
marked late if that student is not in his/her seat when the bell rings but arrives to class 20 
or fewer minutes (according to the clock in the classroom) after the opening bell rings. 21 
minutes late is an absence. If a student never arrives or arrives after 20 minutes, he/she 
will be marked absent. Because poor attendance now carries an academic penalty, your 
teacher will take careful attendance throughout the semester. The University allows a 
student up to three personal absences before withdrawing him/her from the class. Three 
late arrivals equal one personal absence. 
Other Policies: 
Concert/Recital Attendance 
Students are required to attend three concerts or recitals. All on-campus student and/or 
faculty recitals, concerts, and performance classes are acceptable programs, with the 
exception of Artist Series programs. After attending a performance, the student should 
show his recital program to the instructor the class period following the recital. The 
instructor will not give credit without the presentation of a program. Please 
remember that Artist Series do not count toward fulfilling this requirement. 
Listening Requirements 
The textbook provides discussion and/or listening maps for each of the selections on the 
accompanying CD set. Students should read the descriptions and listening maps in the 
text while listening to the appropriate selection. The goal of the listening is for students to 
understand and comprehend aurally what is occurring in the music; therefore, students 
may need to listen to the selections more than once. Students may access the listening 
selections via the course web page on the Intranet. 
Reading and Quizzes 
Students should complete each reading assignment before the class hour for which the 
reading is assigned. The instructor will give a ten-question quiz over each reading 
assignment and the lecture content. Quizzes will be given at the end of the class hour. At 
the end of the semester, the instructor will drop the two lowest quiz grades. Students have 
the option of making up any quizzes they miss or allowing a missed quiz to be one of the 
dropped quiz scores. Students desiring to make up a missed quiz must notify the teacher 
immediately of his/her desire to make up the missed quiz. Missed quizzes will be taken in 
the Library Testing Service. 
Participation 
The participation grade is derived from the student's attendance record, preparation, and 
participation. Therefore, students should come to class on time, bring his/her textbook to 
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class, take notes during class, stay awake during class, ask questions, and participate in 
class discussion. 
Test Absence 
Students are strongly discouraged from missing test days. Students may not use a 
personal absence to miss a test for which he/she has not adequately prepared; the penalty 
for doing so is a zero on the test. Students using a planned, personal absence on a test day 
must make arrangements to take the test before leaving. 
Unit Tests and Final Exam 
Each unit test and the fmal exam will contain a variety of questions: multiple choice, 
listening identification, term defmitions, and fill in the blank. In addition, each test, with 
the exception of the first, will include a brief series of questions from previous exams. 
The fmal exam will be cumulative. 
Concert/Recital Report 
The Concert Report is the only written homework assignments for this class. It is 
designed to enhance, to improve and practice your listening skills and to allow you to 
apply the concepts discussed and developed in class in a live concert environment. This 
assignment is due by class time on the date assigned. Late reports will receive a failing 
grade, and failure to turn in this assignment will result in zero credit. 
This assignment must be at least one page, typed, double-spaced in a standard 12-point 
font such as Times New Roman. Students must attach the recital program to his/her 
report. Correct grammar, mechanics, and spelling are expected and will be graded along 
with content. In addition, students should follow the outline below in organizing their 
report. 
1. Background 
a. Setting: when and where? 
b. Performer(s): who? 
c. Purpose: for what? 
2. Music 
a. Compositions/Composers: what was performed? 
b. Historical Place: what era and genres do these selections represent? 
c. Performing Forces: how many and what type or types of musicians are 
required to perform the work( s) 
3. Performance Assessment and Critique 
a. Quality and overall effect of the performance in your opinion 
b. Favorite selections or parts 
c. Noticeable mistakes, miscues, or problems 
d. Anything else that stood out as important, for example, a performer's 
demeanor 
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e. Closing thoughts 
i. Would you attend this again? 
ii. Would you recommend this to a friend? 
Gradin2 
% Item Pts. Total 
40% Unit Tests ( 4) 45 180 
20% Quizzes (11) 10 110 
10% Concert/Recital Report 10 10 
5% Concert/Recital 30 10 
Attendance 
20% Final Exam 70 70 
5% Participation 10 10 
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Scale 
A 90-100 
B 80-89 
c 70-79 
D 60-69 
F 0-59 
Course Description: 
Appendix B 
Attentive Listening Class Syllabus 
Mu201 
Appreciation of Music 
2009-10 Second Semester 
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This course provides the necessary background for the appreciation of music by a general 
survey of aesthetic and formalistic principles in primarily the western, classical music 
tradition and their sociological and historical implications. The instructor will provide 
guided listening exercises in class to facilitate students' application of principles covered 
in class to their listening experiences. 
Course Reading: 
Wallace, Robin. Take Note: An Introduction to Music Through Listening. 
(Available on the course website) 
Learning Objectives: 
Students will understand, describe, and identify musical elements such as texture, 
timbre, form, and melody in a musical work. 
Students will recognize and explain the musical characteristics of the six major 
stylistic periods in the history of western art music. 
Students will understand the historical and sociological forces influencing the 
musical style of each of the six major stylistic periods. 
Students will appreciate the diversity of musical styles not only within the 
western, classical tradition but in music from other cultures and within other 
traditions. 
Students will attend three live concert or recital performances. 
Students will write a review of a live concert or recital performance. 
Students will participate in teacher-directed group listening activities as well as 
individual listening activities as directed in the course textbook. 
Students will listen to an extended musical work with focused attention. 
Copyright Policy: 
Copyright-2009/2010 (Heather McNeely) as to this syllabus and all lectures. Students are 
prohibited from selling (or being paid for taking) notes during the course to, or by any 
person, or commercial fum without the express written permission of the professor 
teaching the course. 
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Schedule 
Date Day Class Assignment 
Jan. 14 Th Orientation 
Jan. 19 T Research 
Jan. 21 Th Introduction to Attentive Listening Chapter 1 
Jan. 26 T Quiz 1 
Jan. 28 Th An Example of Attentive Listening Chapter 2 
Feb.2 T Quiz 2 
Feb.4 Th Test 1 
Feb.9 T No Class 
Feb. 11 Th Baroque and Classical Style Chapter 3 
Feb. 16 T Quiz3 
Feb. 18 Th Romanticism, Modernism, Early Chapter 4 
Music 
Feb.23 T Quiz4 
Feb.25 Th Test 2 
Mar. 2 T Form and Structure in Music Chapter 5 
Mar. 4 Th Quiz5 
Mar. 9 T Timbre Chapter 6 
Mar. 11 Th Rhythm and Meter Chapter 7; Quiz 6 
Mar. 16 T Melody and Motive Chapter 8 
Mar. 18 Th Quiz 7 
Mar. 22-26 M-F No Class: Sprin2 Break 
Mar. 30 T Harmony and Texture Chapter 9; Quiz 8 
Apr. 1 Th Quiz9 
Apr. 6 T Test 3 
Apr. 8 Th Music and Text Chapter 10; Quiz 10 
Apr. 13 T Music and Drama Chapter 11; Concert Report Due 
Apr. 15 Th Quiz 11 
Apr. 20 T Does Instrumental Music Mean Chapter 12; Quiz 12 
Anything? 
Apr. 22 Th Attentive Listening in Context Cha_pter 13; Quiz 13 
Apr. 27 T Test4 
Apr. 29 Th Research 
May. 1, 3-5 Sa-W Final Exams 
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Course Attendance Policies: 
Students are expected to be present and on time for each class meeting. If a student is in 
his/her seat when the bell rings, that student will be marked present. A student will be 
marked late if that student is not in his/her seat when the bell rings but arrives to class 20 
or fewer minutes (according to the clock in the classroom) after the opening bell rings. 21 
minutes late is an absence. If a student never arrives or arrives after 20 minutes, he/she 
will be marked absent. Because poor attendance now carries an academic penalty, your 
teacher will take careful attendance throughout the semester. The University allows a 
student up to three personal absences before withdrawing him/her from the class. Three 
late arrivals equal one personal absence. 
Other Policies: 
Concert/Recital Attendance 
Students are required to attend three concerts or recitals. All on-campus student and/or 
faculty recitals, concerts, and performance classes are acceptable programs, with the 
exception of Artist Series programs. After attending a performance, the student should 
show his recital program to the instructor the class period following the recital. The 
instructor will not give credit without the presentation of a program. Please 
remember that Artist Series do not count toward fulnlling this requirement. 
Listening Requirements 
The textbook provides detailed discussion and listening maps for each of the selections 
covered in the course. Students should read the descriptions and listening maps in the text 
before listening and while listening to the appropriate selection. The goal of the listening 
is for students to understand and comprehend aurally what is occurring in the music; 
therefore, students will need to listen to the selections more than once. 
Students may access the listening selections on the music library Digital Music Project 
(DMP) via the University Intranet. All listening selections are compiled in a single play 
list. To access the play list from the DMP homepage (see URL above), select the course 
"BR 101 McNeely" from the drop down choices; then select the play list labeled "Take 
Note." Please note that the DMP is accessible only on computers in the Music Library 
and computer lab located in the Sargent Art Building. 
Reading and Quizzes 
Students should complete each reading assignment before the class hour for which the 
reading is assigned. The instructor will give a ten-question quiz over each reading 
assignment and the lecture content. Quizzes will be given at the end of the class hour. At 
the end of the semester, the instructor will drop the two lowest quiz grades. Students have 
the option of making up any quizzes they miss or allowing a missed quiz to be one of the 
dropped quiz scores. Students desiring to make up a missed quiz must notify the teacher 
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immediately of his/her desire to make up the missed quiz. Missed quizzes will be taken in 
the Library Testing Service. 
Participation 
The participation grade is derived from the student's attendance record, preparation, and 
participation. Therefore, students should come to class on time, bring his/her textbook to 
class, take notes during class, stay awake during class, ask questions, and participate in 
class discussion. 
Test Absence 
Students are strongly discouraged from missing test days. Students may not use a 
personal absence to miss a test for which he/she has not adequately prepared; the penalty 
for doing so is a zero on the test. Students using a planned, personal absence on a test day 
must make arrangements to take the test before leaving. 
Unit Tests and Final Exam 
Each unit test and the final exam will contain a variety of questions: multiple choice, 
listening identification, term defmitions, and fill in the blank. In addition, each test, with 
the exception of the first, will include a brief series of questions from previous exams. 
The final exam will be cumulative. 
Concert/Recital Report 
The Concert Report is the only written homework assignments for this class. It is 
designed to enhance, to improve and practice your listening skills and to allow you to 
apply the concepts discussed and developed in class in a live concert environment. This 
assignment is due by class time on the date assigned. Late reports will receive a failing 
grade, and failure to turn in this assignment will result in zero credit. 
This assignment must be at least one page, typed, double-spaced in a standard 12-point 
font such as Times New Roman. Students must attach the recital program to his/her 
report. Correct grammar, mechanics, and spelling is expected and will be graded along 
with content. In addition, students should follow the outline below in organizing their 
report. 
I. Background 
a. Setting: when and where? 
b. Performer(s): who? 
c. Purpose: for what? 
2. Music 
a. Compositions/Composers: what was performed? 
b. Historical Place: what era and genres do these selections represent? 
c. Performing Forces: how many and what type or types of musicians are 
required to perform the work( s) 
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3. Performance Assessment and Critique 
a. Quality and overall effect of the performance in your opinion 
b. Favorite selections or parts 
c. Noticeable mistakes, miscues, or problems 
d. Anything else that stood out as important, for example, a performer's 
demeanor 
e.. Closing thoughts 
i. Would you attend this again? 
ii. Would you recommend this to a friend? 
Grading 
% Item Pts. Total 
40% Unit Tests ( 4) 45 180 
20% Quizzes (11) 10 110 
10% Concert/Recital Report 10 10 
5% Concert/Recital 30 10 
Attendance 
15% Final Exam 70 70 
5% Participation 10 10 
390 
Scale 
A 90-100 
B 80-89 
c 70-79 
D 60-69 
F 0-59 
Class Week 
1 1 
2 
3 2 
4 
5 3 
6 
7 4 
8 
9 5 
10 
11 6 
12 
13 7 
14 
15 8 
16 
17 9 
18 
19 10 
20 
21 11 
22 
23 12 
24 
25 13 
26 
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Appendix C 
Traditional Class Schedule 
Date Reading Topic 
W9/2 none Orientation/Questionnaire 
M9/7 1-29 Timbre/Instruments/ AMMA 
W9/9 30-40 Rhythm/N otation!Melody 
M9114 41-57 Harmony/Key /Texture IF arm/Style 
Quiz 1 
W9/16 58-78 Middle A_g_es 
M9/21 78-89 Renaissance 
Quiz2 
W9/23 none Test 1: Elements/MA and Ren. 
M 9/28 91-122 Bar~ue/Forms/Purcell 
M 10/5 122-133 Sonata/Vivaldi/Bach/Suite 
Quiz 3 
w 10/7 134-147 Chorale/Cantata/Oratorio/Handel 
Quiz4 
M 10112 none Test 2: Baroque 
w 10/14 149-174 Classical Forms 
M 10/19 174-192 Haydn/Mozart 
Quiz 5 
w 10/21 193-205 Beethoven 
_Quiz 6 
M 10/26 none Test 3: Classical 
w 10/28 207-239 Romanticism/Composers to Liszt 
Quiz7 
M 11/2 239-252 Mendelssohn to Berlioz 
Quiz 8 
M 11/9 252-267 Nationalism 
w 11/11 Dvorak/Tchaikovsky/Brahms 
Quiz9 
M 11 /16 267-285 Verdi/Puccini/Wagner 
Quiz 10 
w 11/18 none Test 4: Romantic 
M 11/23 287-317 Debussy IN eoclassicisrn/S travinsky 
Quiz 11 
w 12/2 318-348 Expressionism to Copland 
Quiz 12 
M 12/7 349-370 Music and Styles Since 1945 
Quiz 13 
w 12/9 370-416 Jazz/Popular Music/Nonwestern 
1211 7 Final Test/Questionnaire 
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AppendixD 
Attentive Listening Class Schedule 
Class Date Chapter Top_ic 
1 Th 1/14 Orientation 
2 T 1/19 Questionnaire/ AMMA 
3 Th 1121 1 Introduction to Attentive Listening 
4 T 1/26 Quiz 1 
5 Th 1/28 2 An Example of Attentive Listening 
6 T2/2 Quiz 2 
7 Th2/4 Test 1: Attentive Listenine 
T 2/9 No Class 
8 Th 2111 3 Baroque and Classical Style 
9 T2/16 Quiz 3 
10 Th 2/18 4 Romanticism, Modernism, 
and Early Music 
11 T 2/23 Quiz4 
12 Th 2/25 Test 2: History as a Framework 
for Learnin_g_ 
13 T 3/2 5 Form and Structure in Music 
14 Th 3/4 Quiz 5 
15 T 3/9 6 Timbre 
16 Th 3/11 7 Rhythm and Meter 
Quiz 6 
17 T3/16 8 Melody and Motive 
18 Th 3/18 Quiz 7 
19 T 3/30 9 Harmony and Texture 
Quiz 8 
20 Th 4/1 Quiz 9 
21 T4/6 Test 3: The Elements of Music 
22 Th4/8 10 Music and Text 
Quiz 10 
23 T 4/13 11 Music and Drama 
24 Th 4115 Special Lecture 
Quiz 11 
25 T 4/20 12 Does Instrumental Music Mean 
Anything? 
Quiz 12 
26 Th 4/22 13 Attentive Listening in Context 
Quiz 13 
27 T 4/27 Test 4: Text and Meaning 
28 Th 4/29 Questionnaire 
29 5/1 Final Test 
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Appendix E 
Organization and Contents of Traditional Approach 
Chapter Parts Contents 
I: Elements 1 Sound: Pitch, Dynamics, and Tone Color 
2 Performing Media: Voices and Instruments 
3 Rhythm 
4 Music Notation 
5 Melody 
6 Harmony 
7 Key 
8 Musical Texture 
9 Musical Form 
10 Musical Style 
II: The Middle Ages 1 Music in the Middle Ages: 450-1450 
and Renaissance 2 Music in the Renaissance: 1450-1600 
III: The Baroque 1 Baroque Music: 1600-1750 
Period 2 Music in Baroque Society 
3 The Concerto Grosso and Ritomello Form 
4 The Fugue 
5 The Elements of Opera 
6 Opera in the Baroque Era 
7 Claudio Monteverdi 
8 Henry Purcell 
9 The Baroque Sonata 
10 Antonio Vivaldi 
11 Johann Sebastian Bach 
12 The Baroque Suite 
13 The Chorale and Church Cantata 
14 The Oratorio 
15 George Freideric Handel 
IV: The Classical 1 The Classical Style: 17 50-1820 
Period 2 Composer, Patron, and Public in the 
Classical Period 
3 Sonata Form 
4 Theme and Variations 
5 Minuet and Trio 
6 Rondo 
7 The Classical Symphony 
8 The Classical Concerto 
9 Classical Chamber Music 
10 Joseph Haydn 
11 Wolfgang Amadeus Mozart 
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12 Ludwig van Beethoven 
V: The Romantic 1 Romanticism in Music: 1820-1900 
Period 2 Romantic Composers and Their Public 
3 The Art Song 
4 Franz Schubert 
5 Robert Schumann 
6 Clara Wieck Schumann 
7 Frederic Chopin 
8 Franz Liszt 
9 Felix Mendelssohn 
10 Program Music 
11 Hector Berlioz 
12 Nationalism in Nineteenth-Century Music 
13 Antonin Dvorak 
14 Peter Ilyich Tchaikovsky 
15 Johannes Brahms 
16 Giuseppe Verdi 
17 Giacomo Puccini 
18 Richard Wagner 
VI: The Twentieth 1 Musical Styles: 1900-1945 
Century and Beyond 2 Music and Musicians in Society 
3 Impressionism and Symbolism 
4 Claude Debussy 
5 Neoclassicism 
6 Igor Stravinsky 
7 Expressionism 
8 Arnold Schoenberg 
9 Alban Berg 
10 Anton Webem 
11 Bela Bartok 
12 Charles Ives 
13 George Gershwin 
14 William Grant Still 
15 Aaron Copland 
16 Musical Styles since 1945 
17 Music since 1945: Five Representational 
Pieces 
18 Jazz 
19 Music for Stage and Screen 
20 Rock 
VII: Nonwestern 1 Music in Nonwestem Cultures 
Music 2 Music in Sub-Saharan Africa 
3 Classical Music of India 
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Appendix F 
Chapter-by-Chapter Discography of Listening Selections for Traditional Approach 
Chapter 1 
• Igor Stravinsky (1882-1971) -The Firebird, Scene 2 .... . .. . .. .. .... 3:06 
• Duke Ellington and His Famous Orchestra (1942)-C-Jam Blues ....... 2:28 
• Benjamin Britten (1913-1976)-The Young Person 's Guide to 
the Orchestra ... .. ...... . ... . .......... . ..................... 17:23 
• Frederic Chopin (1810-1849)-Prelude in E Minor for Piano, 
Op. 28, No. 4 ...... . . .. ........ . . .. .................... .. . .. . 2:16 
• Georges Bizet (1838-1875)- from L 'Arlesienne Suite No. 2 
o Farandole ........... . ...... . . .. .. .. . .......... . ....... 3:08 
• Peter Ilyich Tchaikovsky (1840-1893)-from Nutcracker Suite 
o Dance of the Reed Pipes ... . .. . ......... . .. ... .. . ...... . . . 2:05 
• Ludwig van Beethoven (1770-1827)-from Twelve Contradances 
o Contradance No.7 .... . ... . .. . . . ........................ 0:47 
Chapter 2 
• Anonymous-Alleluia: Vidimus Stellam ... . ..... . ........ .. . . . .... 2:28 
• Hildegard of Bingen (1098-1179)-0 successors . .......... . ........ 2:07 
• Anonymous-Estampie ...... . ..... . ...... . .... . ..... . ......... 1:15 
• Guillaume de Machaut (ca. 1300-1377)-Puis qu'en oubli . ...... . .... 1:45 
• Guillaume de Machaut (ca. 1300-1377)-Notre Dame Mass 
o Agnus Dei ............. . ........... . ... . ...... .. ...... 3:02 
• Josquin des Prez (ca. 1450-1521)-Ave Maria ... Virgo Serena .. . ... .. 4:44 
• Giovanni Pierluigi da Palestrina (ca. 1525-1594)-Pope Marcellus Mass 
o Kyrie ... . . .... .. . . ... . . ... .. .. . ........ . ........... . .. 4:42 
• Thomas Weelkes (ca. 1575-1623)-As Vesta Was Descending ...... .. . 3:09 
Chapter 3 
• Johann Sebastian Bach (1685-1750)-Brandenburg Concerto No.5 
o I. Allegro . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9:58 
• Johann Sebastian Bach (1685-1750)-0rgan Fugue in G Minor ...... . . 4:04 
• Claudio Monteverdi (1567-1643)-0rfeo 
o "Tu se' morta" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 2:42 
• Henry Purcell (ca. 1659-1695)-Dido and Aeneas 
o "Dido' s Lament" . .............. . ... .. .. . ... . ........... 5:02 
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• Antonio Vivaldi (1678-1741)-from The Four Seasons 
o La Primavera (Spring), Concerto for Violin and Orchestra, 
Op. 8, No.1 
• I. Allegro . . ... ... ..... .. ... . ....................... 3:38 
• II. Largo .. . .. .... .. . .. . ........ . ..... . . . ........... 2:32 
• III. Danza pastorale . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 3:34 
• Johann Sebastian Bach (1685-1750)-0rchestral Suite No.3 in D Major 
o IV. Bouree ...... . . . ................... . .. ... . . ......... 1:06 
• Johann Sebastian Bach (1685-1750)-Cantata No. 40: Wachet auf, ruft 
uns die Stimme 
o IV. Tenor Chorale ... ..... ...... ... . .. ....... . . .. . . .. . .. 4:09 
o VII. Chorale . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1 :23 
• George Frideric Handel (1685-1759)-from Messiah 
o "Ev'ry Valley Shall Be Exalted" . ....... . ... .. ....... . . . ... 3:28 
o "Hallelujah" ..... . .. . ....... . ............. .. ........ . .. 3:49 
Chapter 4 
• Wolfgang Amadeus Mozart (1756-1791)-Symphony no. 40 in G minor, 
K. 550 
o I. Allegro molto ...... . ... . . . .. . ... ... ..... ... ..... . .... 8:12 
• Joseph Haydn (1732-1809)-Symphony No. 94 in G Major 
o II. Andante ............................... .. ...... .. ... 6:14 
• Wolfgang Amadeus Mozart (1756-1791)-Eine kleine Nachtmusik 
o III. Minuet ............ . ........ .. .............. .. .... . . 2:03 
• Ludwig van Beethoven (1770-1827)-String Quartet inC minor, Op. 18, 
No.4 
o IV. Rondo ............. . . .. .... . .. ... .... . ..... . . .. . . .. 4:08 
• Wolfgang Amadeus Mozart (1756-1791)-from Don Giovanni 
o Act 1: Introduction ............ ............... . ....... . .. 5:40 
• Wolfgang Amadeus Mozart (1756-1791)-Piano Concerto No. 23 in 
A Major, K. 488 
o I. Allegro . ...... .. . . ..... . ........ .. .. . ............... 11 :36 
• Ludwig van Beethoven (1770-1827)-Symphony No.5 inC minor, 
Op. 67 
o I. Allegro con brio . . .... ... . .... .... .. ... . .... . . . ...... . 7:07 
o II. Andante con moto . .. .. ....... ........ ..... . . . ..... . . . 9:58 
o III. Allegro; Scherzo ..... . ...... . .. ...... ..... ... .. . .... . 5:06 
o IV. Allegro ......... . ............... . ....... ... .. . .. . .. 8:57 
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Chapter 5 
• Franz Schubert (1797-1828}-Erlkonig ...... .. .. . ...... . ..... . .... 4:12 
• Robert Schumann (1810-1856)-Carnaval 
o Estrella . . ..... .... .. .. . . .... ... . .. .... ... ........... . . 0:42 
o Reconnaissance ... ..... ........ . ....... . ... .. ...... . .. . . 2:04 
• Clara Wieck Schumann (1819-1896)-Liebst du urn Schonheit . . . . .. ... 1:57 
• Frederic Chopin (1810-1849}-Nocturne in E Flat Major, Op. 9, No. 2 ... 4:05 
• Frederic Chopin (1810-1849)-Etude inC minor, Op. 10, No. 12 ....... 2:42 
• Felix Mendelssohn (1809-1847)-Concerto for Violin and Orchestra 
in E minor, Op. 64 
o I. Allegro molto appassionato . ... . .......... . . ... ...... . .. 12:01 
• Hector Berlioz (1803-1869)-Symphonie Fantastique 
o IV. March to the Scaffold ....... . ..... .. ... ..... ....... . .. 4:48 
• Bedfich Smetana (1824-1884}-The Moldau, from Ma Vlast . ....... .. 11:35 
• Antonin Dvorak (1841-1904)-Symphony No. 9 in E minor 
(From the New World) 
o I. Adagio; Allegro molto .. . . .. . ... . . ......... ... . .. ... . ... 9:00 
• Johannes Brahms (1833-1897}-Symphony No.3 in F Major, Op. 90 
o III. Poco Allegretto . .......... ... . . .............. . .... . .. 5:45 
• Giacomo Puccini (1858-1924)-:fromLa Boheme 
o "Che gelida manina" .. .. ..... ... .......... ..... .... . ..... 8:50 
• Richard Wagner (1813-1883}-from Die Walkure 
o Act I: Love scene, conclusion ... . . . ...... . .. . . . ...... ... .. . 7:58 
Chapter 6 
• Claude Debussy (1862-1918)-Prelude a L 'Apres-midi d'un Faune . . . .. 9:40 
• Igor Stravinsky ( 1882-1971 }-Le Sacred du printemps 
o Part I: Introduction, Omens of Spring . . . . . . . . . . . . . . . . . . . . . . . 7:24 
• Arnold Schoenberg (1874-1951)-Pierrot lunaire 
o I. Mondestrunken ............. ... ... . .. . . .... . ... ... . ... 1:38 
• Arnold Schoenberg (1874-1951}-A Survivor from Warsaw .... ..... .. 6:00 
• Anton Webem (1883-1945)-Five Pieces for Orchestra, Op. 10 
o III. Very slow and extremely calm . . . . . . . . . . . . . . . . . . . . . . . . . 1 :28 
• Bela Bartok (1881-1945)-Concerto for Orchestra 
o II. Game of Pairs ...... . ... ... .. ... .. ... ....... . . . . . . . ... 6:40 
• William Grant Still (1895-1978)-A.fro-American Symphony 
o III. Animato . . . . . .. . .... .. . . ...... . .. . ... .. . ..... ... . . . 3:00 
• Aaron Copland (1900-1990}-Appalachian Spring 
o Section 7: Theme and Variations on Simple Gifts . .. ... .. . ... .. 3:09 
• John Cage (1912-1992}-Sonatas and Interludes, for prepared piano 
o Sonata II . ...... .. . .. . . . ... . .. .. .. ... ... .. . .. . .. .. . . . . . 2:09 
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• Edgard Varese (1883-1965)--excerpt from Poeme eletronique ... . . .. . . 2:43 
• Astor Piazzolla (1921-1992)--Fugata .. ................ . .. ... ..... 3:47 
• Ellen Taaffe Zwilich (b. 1939)--Concerto Grosso 1985 
• I. Maestoso ... . ... ... ...... . ..... .... ........... . .. . .. . 
2:41 
• John Adams (b. 1947)--Short Ride in a Fast Machine . ....... . ...... . 4:11 
• Bessie Smith (1894-1937)-Lost Your Head Blues . . .......... ....... 2:59 
• Louis Armstrong and His Hot Five (1927)-Hotter Than That . ... . .... . 3:00 
• Leonard Bernstein (1918-1990)-West Side Story 
o "Tonight" Ensemble ...... . . . .......................... . . 3:38 
Chapter 7 
• Ompeh ... . ........ . ..................... . .. . .. . ... ... .... . . . 2:08 
• Ravi Shank:ar-Maru-Bihag ... .. . . ................ ... ....... . ... 4:24 
Total Time: 310:49 (5 hrs. 10 min. 49 sec.) 
Total Compositions: 60 
Total Composers: 47 
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Appendix G 
Organization and Contents of Attentive Listening Approach 
Part Chapter Contents 
1: Attentive Listening 1 Crossing the Threshold: An Introduction to 
Attentive Listening 
2 An Example from Jazz: 
Count Basie's Lester Leaps In 
II: History as a 3 Baroque and Classical Style 
Framework for Learning 
4 Romanticism, Modernism, and Early 
Music 
III: The Elements of 5 Form and Structure in Music 
Music 
6 Timbre 
7 Rhythm and Meter 
8 Melody and Motive 
9 Harmony and Texture 
IV: Text and Meaning 10 Music and Text 
11 Music and Drama 
12 Does Instrumental Music Mean Anything? 
13 Attentive Listening in Context 
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Appendix H 
Chapter-by-Chapter Discography of Listening Selections for Attentive Listening 
Approach 
Chapter 1 
• Antonin Dvorak (1841-1904)-Slavonic Dance in E minor, Op. 72, no. 10, for 
piano four hands 
• Giovanni Pierluigi da Palestrina (ca. 1525-1594)-Sicut cervus, motet 
• Wolfgang Amadeus Mozart (1756-1791)-Symphony no. 40 in G minor, K. 550, 
1st movement 
• Johann Sebastian Bach ( 1685-17 50)-Concerto in D minor for harpsichord and 
strings, BWV 1052, 1st movement 
• George Crumb (b. 1929)-Black Angels: 13 Images from the Dark Land for 
electric string quartet, Part 1: Departure 
Chapter 2 
• William "Count" Basie (1904-1984 )-Lester Leaps In, recorded at the 197 5 
Montreux Jazz Festival 
Chapter 3 
• Claudio Monteverdi (1567 -1643)-Io son pur vezzosetta, continuo madrigal 
• Johann Sebastian Bach (1685-1750)-"Gloria in excelsis Deo," "Et in terra pax," 
"Quoniam tu solus sanctus," and "Cum Sancto Spiritu" from Mass in B minor, 
BWV232 
• Wolfgang Amadeus Mozart (1756-1791)-"Dove sono" from The Marriage of 
Figaro (Le Nozze di Figaro), K. 492 
• Joseph Haydn (1732-1809)-String Quartet in B-flat major, Op. 64, no. 3, 4th 
movement 
Chapter 4 
• Frederic Chopin (181 0-1849)-Ballade no. 1 in G minor, Op. 23, for piano solo 
• Hector Berlioz (1803-1869)-Scene d 'amour (love scene), from Romeo et Juliette 
• Bedfich Smetana (1824-1884)-Sarka, from Ma Vlast (My Homeland) 
• Igor Stravinsky (1882-1971)-Symphony of Psalms, 1st movement 
• Claude Debussy ( 1862-1918)-Sonata for flute , viola and harp, 1st movement 
• Charles Ives (1874-1954)-Sonata no. 4 for violin and piano, 2nd movement 
• Guillaume de Machaut (ca. 1300-1377)-Foy porter, virelai 
• Josquin des Prez (ca. 1450-1521)- Missa L'homme Arme super voces musicales, 
Kyrie 
• George Crumb (b. 1929)-Black Angels: 13 Images from the Dark Land for 
electronically amplified string quartet 
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Chapter 5 
• Franz Schubert (1797 -1828)-Die Post and Der Lindenbaum from Winterreise 
• Wolfgang Amadeus Mozart (1756-1791)-Gran Partita, K. 361 
• Joseph Haydn (1732-1809)-String Quartet in B-flat major, Op. 64, no. 3 
• Mozart- Symphony no. 40 in G minor, K. 550, 1st movement 
• Charles Ives (1874-1954)-Sonata no. 4 for violin and piano, 2nd movement 
• Raga Bhankar 
• Josquin des Prez (ca. 1450-1521)-Missa L'homme Arme super voces musicales 
Chapter 6 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
Giuseppe Verdi (1813-1901)-0tel/o, love duet from Act I 
Hector Berlioz (1803-1869)-Romeo et Juliette 
Johann Sebastian Bach (1685-1750)-Concerto in D minor for harpsichord and 
strings, BWV 1052, 1st movement 
Wolfgang Amadeus Mozart (1756-1791)-Symphony no. 40 in G minor, K. 550, 
1st movement 
Claude Debussy (1862-1918)-Sonata for flute, viola and harp 
John Philip Sousa (1854-1932)-The Stars and Stripes Forever! 
Bediich Smetana (1824-1884)-Sdrka, from Ma Vlast (My Homeland) 
Wolfgang Amadeus Mozart (1756-1791)-Gran Partita, K. 361, 1 s\ 2nd, 3rd and 
6th movements 
Johann Sebastian Bach (1685-1750-"Quoniam tu solus sanctus" from Mass in B 
minor, BWV 232 
Morton Gould (1913-1996)-An American Salute 
Luigi Dallapiccola ( 1904-197 5)-Canti di Prigonia 
Gender Wayang, Sukawati (Sulendro) 
Joseph Haydn (1732-1809)-String Quartet in B-flat major, Op. 64, no. 3, 2nd and 
3 rd movements 
Janika Vandervelde (b. 1955)-Genesis II 
Igor Stravinsky (1882-1971)-Symphony of Psalms, 2nd movement 
George Crumb (b. 1929)-Black Angels: 13 Images from the Dark Land for 
electric string quartet, Part I: Departure 
Chapter 7 
• John Philip Sousa (1854-1932)-The Stars and Stripes Forever! 
• William "Count" Basie (1904-1984)-Lester Leaps In, recorded at the 1975 
Montreux Jazz Festival 
• Antonin Dvorak (1841-1904)-Slavonic Dance in E minor, Op. 72, no. 10, for 
piano four hands 
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• Johann Sebastian Bach (1685-1750)-Concerto in D minor for harpsichord and 
strings, BWV 1052, 1st movement 
• Joseph Haydn (1732-1809)-String Quartet in B-flat major, Op. 64, no. 3, 3rd 
movement 
• Guillaume de Machaut (ca. 1300-1377)- Lasse! comment oublieray/Se }'aim 
man loyal/Pour quay me bat mes maris?, motet 
• Fn!deric Chopin (1810-1849)-Ballade no. 1 in G minor, Op. 23, for piano solo 
• Claude Debussy (1862-1918)-Sonata for flute, viola and harp 
• Charles Ives (1874-1954)-Sonata no. 4 for violin and piano, 2nd movement 
• Janika Vandervelde (b. 1955)-Genesis II 
• Jumping Dance Drums 
• Wolfgang Amadeus Mozart (1756-1791)-Gran Partita, K. 361, 6th movement 
Chapter 8 
• Raga Bhankar 
• Antonin Dvorak (1841-1904)-Slavonic Dance in E minor, Op. 72, no. 10, for 
piano four hands 
• Thomas of Celano (d. ca. 1250)-Dies irae 
• Frederic Chopin (1810-1849)-Nocturne in A-flat major, Op. 32, no. 2 
• Claude Debussy (1862-1918)-Sonata for flute, viola and harp 
• Ludwig van Beethoven (1770-1827)-Symphony no. 5 inC minor, Op. 67, 1st 
movement 
• Wolfgang Amadeus Mozart (1756-1791)-Symphony no. 40 in G minor, K. 550, 
1st movement 
• Wolfgang Amadeus Mozart (1756-1791)-Gran Partita, K. 361, 1st movement 
Chapter 9 
• Guillaume de Machaut (ca. 1300-1377)-Fay porter, virelai 
• Guillaume de Machaut (ca. 1300-1377)- Lasse! comment oublieray/Se }'aim 
man loyal/Pour quay me bat mes maris?, motet 
• Josquin des Prez (ca. 1450-1521 )-MissaL 'homme Arme super voces musicales, 
Kyrie and Agnus Dei 
• Claudio Monteverdi (1567-1643)-/o son pur vezzosetta, continuo madrigal 
• Johann Sebastian Bach (1685-1750)- "Cum Sancto Spiritu" from Mass in B 
minor, BWV 232 
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• Wolfgang Amadeus Mozart (1756-1791)-Symphony no. 40 in G minor, K. 550, 
1st movement 
• Frederic Chopin (1810-1849)-Nocturne in A-flat major, Op. 32, no. 2 
• Richard Wagner (1813-1883)-Prelude to Tristan und Isolde 
• Claude Debussy (1862-1918}-Sonata for flute, viola and harp, 1st movement 
• Igor Stravinsky (1882-1971}-Symphony of Psalms, 2nd movement 
• Janika Vandervelde (b. 1955)-Genesis II 
• George Crumb (b. 1929)-Black Angels: 13 Images from the Dark Land for 
electronically amplified string quartet, Part II: Absence and Part III: Return 
Chapter 10 
• Franz Schubert (1797 -1828)-Der Lindenbaum, Die Post and Der Leiermann 
from Winterreise 
• Guillaume de Machaut (ca. 1300-1377)-Lasse! comment oublieray/Sej'aim 
mon loyal/Pour quoy me bat mes maris?, motet 
• Robert Schumann (181 0-1856)-Ich grolle nicht and Die alten, bas en Lieder 
from Dichterliebe 
• Luigi Dallapiccola (1904-1975)-Canti di Prigonia 
Chapter 11 
• Giuseppe Verdi (1813-190 1 )-Scenes from Otello 
• Wolfgang Amadeus Mozart (1756-1791)-Scenes from The Marriage of Figaro 
(Le nozze di Figaro) 
Chapter 12 
• Bedfich Smetana (1824-1884)-Sarka, from Ma Vlast (My Homeland) 
• Josquin des Prez (ca. 1450-1521 )-MissaL 'homme Arme super voces musicales 
• Wolfgang Amadeus Mozart (1756-1791)-Gran Partita, K. 361, 5th and 6th 
movements 
• Antonin Dvorak (1841-1904)-Slavonic Dance in E minor, Op. 72, no. 10, for 
piano four hands 
• Ludwig van Beethoven (1770-1827)-Symphony no. 5, Op. 67 
• Janika Vandervelde (b. 1955)-Genesis II 
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Chapter 13 (Suggested Additional Listening) 
• Perotinus-Sederunt Principes 
• George Frideric Handel (1685-1759)-Messiah 
• Johannes Brahms (1833-1897)-Violin Concerto in D major, Op. 77 
• Aaron Copland (1900-1990)-Four Dance Episodes from Rodeo 
Timings of Selections 
• Thomas ofCelano--Dies irae .... ....... ... ........ ..... . . . .... . 7:42 
• Guillaume de Machaut-Foy porter, virelai . . . .. ...... ..... .. . .. . .. 3:20 
• Guillaume de Machaut- Lasse! comment oublieray!, motet . . . ..... . .. 4:06 
• Josquin des Prez- MissaL 'homme Arme super voces musicales 
o Kyrie .. . . ......... ........ ........... . ........ . . . ... . . 5:01 
o Agnus Dei ......... . ....... . ................... . . . . . .. 10:22 
• Giovanni Pierluigi da Palestrina-Sicut cervus, motet . ... ........ ... . 4:05 
• Claudio Monteverdi-/a son pur vezzosetta, continuo madrigal . . . . . . . . 3:18 
• Johann Sebastian Bach-Concerto in D minor for harpsichord 
and strings, BWV 1052 
o I. Allegro . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 7:24 
• Johann Sebastian Bach- Mass in B minor, BWV 232 
o "Gloria in excelsis Deo" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1 :43 
o "Et in terra pax" .. . .. ... . .... . . . . .. ....... ... ........ . .. 4:00 
o "Laudamus te" ..... . .. ..... ... . ..... . ........ . . .. ...... 3:52 
o "Gratias agimus tibi" .. . . . .. ...... ......... .... ..... . . .. . 3:00 
o "Domine Deus" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:17 
o "Qui tollis peccata mundi" ........ ....... ...... . .. . . .. ... . 3:19 
o "Qui sedes ad dexteram patris" . . .. . ....... . .. ... ...... . ... .4:23 
o "Quoniam tu solus sanctus" ..... . ...... . ....... .. ... .. . ... 4:23 
o "Cum Sancto Spiritu" . . ........................ . ...... . . 3:47 
• Joseph Haydn-String Quartet in B-flat major, Op. 64 
o I. Vivace assai ............. . ......... . . . ..... . .... . .. . .. 5:54 
o II. Adagio . . . .... .. . . .... . ............. ....... . .. ... . .. 7:48 
o ill. Menuetto: Allegretto . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:28 
o IV. Finale: Allegro Con Spirito ... ... ....... . ... . ... ... . .. . . 5:26 
• Wolfgang Amadeus Mozart-Gran Partita, K. 361 
o I. Largo; Allegro molto .... . ........ . .. . . ...... ........... 9:11 
o II. Minuet ........ . . . .. . .. .. ... .. .. .. .. . . . . . ...... . . . .. 8:25 
o III.Adagio . .. ...... . . .... . ..... . . .. . .. . ....... . .. ... .. 5:15 
o IV. Minuet .. ... ............ ....................... . . .. 4:53 
o V. Romance; Allegretto ............... ....... . .. . . ....... 7:25 
o VI. Andantino con Variazioni .... .. ... .. . . . ... .... . ....... 9:45 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
• 
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Wolfgang Amadeus Mozart-Symphony no. 40 in G minor, K. 550 
o I. Molto allegro. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 9:07 
Wolfgang Amadeus Mozart-Scenes from Le Nozze di Figaro , K. 492 
o "Cinque ... dieci ... venti" . ... . ...... . .......... . .. . .. . . . 2:45 
o "Va'la, vecchia pedante" . ..... . . .. . . .. . .. .... . . . .... . .. .. 1:42 
o "Non so pili cosa son, cosa faccio" . . . . . . . . . . . . . . . . . . . . . . . . . 3: 12 
o "Porgi am or" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4: 15 
o "E Susanna non vien". . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1:44 
o "Dove sono" ... .... ..... . ......... . ............. .. .. . .. 4:57 
o "Riconisci in questo amplesso" ....... . ... . . . .. .. ..... ..... 4:48 
Ludwig van Beethoven-Symphony no. 5 in C minor, Op. 67 
o I. Allegro con brio .. . . . ................... . ..... . .... . .. . 7:06 
o II. Andante con moto .............. .. ............. . .... . . 9:12 
o III. Scherzo; Allegro ... . ..... ... . .... ........ . . . ..... . ... 4:46 
o IV.Allegro . . . .. . .. . .. ... .. .. . . .. . ...... .. .... . . .. .. . .. 8:15 
Franz Schubert-from Winterreise 
o "Die Post" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1:59 
o "Der Lindenbaum" .. . ...... .................... . . ... ... 4:59 
o "Der Leiermann" . .. . ....... .. . .. .. . ..... . ....... ..... .. 3:29 
Robert Schumann- from Dichterliebe 
o "Ich grolle nicht" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1: 19 
o "Die alten, bosen Lieder" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 4:08 
Frederic Chopin-Ballade no. 1 in G minor, Op. 23. . . . . . . . . . . . . . . . . . 9:08 
Frederic Chopin-Nocturne in A-flat major, Op. 32, no. 2 ... . ...... .. . 5:45 
Hector Berlioz-Romeo et Juliette 
o "Introduction: Combats-Tumultes" ....... . .. . . . ........ . ... 4:29 
o "RecitatifChoral" .. . . ... . .. . . . .. ........ ... . .. ... ... . . . 4:54 
o "Strophes" . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 6:50 
o "Ohe! Capulets!" .... . ... .. . . . . ............. . ..... ... ... 3:33 
o "Scene d'amour" .............. . . . .. ..... . . . ... . ........ 15:15 
Giuseppe Verdi-Scenes from Otello 
o "Unvavela!" .. ....... . ....... ... .......... . . .. . .. ... .. 4:13 
o "Esultate!" .. ....... .. . . .. .. . ..... . .. . . .. ...... ... ..... 4:56 
o "Gia nella notte densa" to end of Act II. . . . . . . . . . . . . . . . . . . . . 9:52 
o "Not ti crucciar" .. .. ....... .. ... . ............ .. ....... . . 2:48 
o "Credo in un dio crudel'' ... . .. .. . .. . . . .. .. . ..... . . .. .. . . . . 4:17 
o "Vieni, !'aulae deserta" .. ........ . .... .. .. ... ..... . . . .... 3:41 
0 "Questa e una ragna" ........ . .. .. . . .. . ......... . ........ 1:46 
Richard Wagner-Prelude to Tristan und Isolde .... ..... . . . . .. . .... 15:59 
Antonin Dvorak-Slavonic Dance in E minor, Op. 72, no. 10 . . . . . . . . . . 5:28 
John Philip Sousa-The Stars and Stripes Forever! .. ... ... . ... . .... . 3:04 
Bedfich Smetana-Sarka, from Ma Vlast ........... .... . .. . . .. .. .. 9:34 
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• Claude Debussy-Sonata for flute, viola and harp 
o I. Pastorale ....................................... . . . .. 6:06 
o II. Interlude. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:08 
o III. Final ............... . ...................... . ....... 4:25 
• Charles Ives-Sonata no. 4 for violin and piano 
o II. Largo; Allegro (con slugarocko) .................... . . . .. 5:32 
• Igor Stravinsky-Symphony ofPsalms 
o I. Psalm 39:13, 14 ....................................... 3:21 
o II. Psalm 40: 2-4 . . . ...... . . .. . ... .. . .. ... ............ . .. 6:15 
o III. Psalm 150 ........................................ . 11:55 
• Luigi Dallapiccola-Canti di Prigonia 
o I. Prayer of Mary Stuart . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 11:33 
o II. Invocation of Boethius . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:06 
o III. Farewell ofGirolama Savonarola .. .. . .. .. .............. 10:31 
• Morton Gould-An American Salute .............. . ............. . . 4:35 
• William "Count" Basie-Lester Leaps In .......................... 16:24 
• George Crumb--Black Angels 
o I. Departure. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:24 
o II. Absence . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 5:25 
o III. Return ............................................. 7:12 
• Janika Vandervelde-Genesis II ................................ . 16:03 
• RagaBhankar ............................................. . . 7:19 
• Jumping Dance Drums ....... . ................................. 3:25 
• Gender Wayang, Sukawati (Sulendro) ............................. 7:39 
Total Time: 492:38 (8 hrs. 12 min. 38 sec.) 
Total Compositions: 34 
Total Composers: 29 
Chapter 13 (Suggested Additional Listening) 
• Perotinus-Sederunt Principes ................ ... ............ . . . 15:00 
• George Frideric Handel-Messiah .................. . .. . ...... .. 120:00 
• Johannes Brahms-Violin Concerto in D major, Op. 77 .............. 40:00 
• Aaron Copland-Four Dance Episodes from Rodeo . .... .. .. . ... . . . . 19:00 
Total Additional Time . . . . ... ... . .......... . ........ . . . . 194:00 
182 
Appendix I 
Final Achievement Test 
Mu 201: Music Appreciation 
Section 1: Listening (15 points, multiple choice) 
Directions: For each of the following five listening selections, you will answer a series of 
questions. Each selection will be played twice, once at the beginning of the exam and 
again at the end of the exam time. While some of the selections may be familiar, others 
may not. Do your best to listen carefully and identify the choice that best answers the 
question. 
• Selection 1: Mozart Symphony no. 40 in G minor, K. 550, mvt. I, first 50 
seconds* 
1. What type of ensemble performs this piece? 
A. String Quartet B. Symphony Orchestra C. Concert Band 
2. Which of the following descriptions best explains the texture of this piece? 
A. Monophonic B. Fugal C. Melody with Accompaniment D. Polyphonic 
3. This brief excerpt begins in a _____ key and then toward the end 
modulates to a key. 
A. minor/major B. major/minor 
• Selection 2: Beethoven Symphony no. 5 inC minor, Op. 67, mvt. I, beginning at 
the development section, first 50 seconds* 
4. This is an excerpt from a symphony movement in sonata form. At which 
major point in the form does this excerpt occur? 
A. Exposition B. Development C. Recapitulation 
5. The selection begins with a brief statement of which important musical 
"building block?" 
A. Scale B. Beat C. Motive D. Chord 
• Selection 3: Bach Contrapunctus 4 from the Art of the Fugue, exposition through 
first episode, harpsichord recording, 50 seconds* 
6. This selection is an example of what compositional technique? 
A. Fugue B . Rocket C. Parallelism D. Atonality 
7. Who is most likely the composer of this piece? 
A. Mozart B. Bach C. Handel D. Beethoven 
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8. What instrument is performing this selection? 
A. Clavichord B. Organ C. Piano D. Harpsichord 
• Selection 4: Stravinsky, The Rake 's Progress, Anne's aria* 
9. This selection was most likely written during which period in music history? 
A. Baroque B. Classical C. Romantic D. Twentieth Century 
10. What is the genre ofthis selection? 
A. Madrigal B. Symphony C. Opera aria D. Recitative E. Lied 
11. Who is most likely the composer of this selection? 
A. Verdi B. Stravinsky C. Mozart D. Ives 
12. Which term most accurately describes the compositional style of this 
selection? 
A. Serialism B. Expressionism C. Roccoco D. Neoclassicism 
• Selection 5: Machaut motet, Inviolata Genetrix 
13. This selection was most likely written during which period in music history? 
A. Middle Ages B. Renaissance C. Baroque D. Classical 
14. Which term most accurately describes the texture of this selection? 
A. Monophonic B. Homophonic C. Polyphonic 
15. Which term most accurately describes the tonality of this selection? 
A. Major B. Minor C. Modal D. Polytonal 
*Names of selections and composers were not provided on actual exam. 
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Section II: Composers (10 points, matching) 
Directions: Match the composers to their important contributions, biographical detail, or 
compositional features. Each choice will be used only once; some choices will not be 
used. 
A. Giovanni Pierluigi da Palestrina 
B. Johann Sebastian Bach 
C. Wolfgang Amadeus Mozart 
D. Frederic Chopin 
E. Igor Stravinsky 
AB. Antonin Dvorak 
AC. Claudio Monteverdi 
AD. Charles Ives 
AE. Joseph Haydn 
BC. Guillaume de Machaut 
BD. Josquin des Prez 
BE. Richard Wagner 
CD. Franz Schubert 
CE. Hector Berlioz 
16. A Polish composer who is unusual in that he wrote almost exclusively for the 
p1ano. 
17. A Russian composer most famous for his neoclassical works and early ballets. 
18. A unique American composer who enjoyed incorporating church songs such 
as "Jesus Loves Me" and "Shall We Gather at the River" into his larger 
compositions. 
19. The operas of this nineteenth-century German composer were important for 
their non-traditional harmonies and extreme chromaticism. 
20. Known as the greatest composer of art songs or Lieder. 
21. A Czech composer who lived in the United States for a short time and wrote 
music which reflected both the folk music of his homeland and the American 
spirit. 
22. One of the most influential composers of all time, his music stands as the 
culmination of the Renaissance and the preparation for the mature Baroque 
style ofBach and Handel. 
23. A German composer who spent the majority of his life writing music for the 
Lutheran church services. 
24. A medieval composer who was also an outstanding poet. 
25. A French romantic composer who is recognized for writing for a large 
orchestra and for his imaginative orchestration. 
Section III: Genres and Forms (10 points, matching) 
Directions: Match names of genres and forms to their corresponding description. Each 
choice will be used only once; some choices will not be used. 
A. Character piece AB. Suite BD. Opera 
B. Oratorio A C. Variation BE. Lieder 
C. Symphonic poem AD. Ternary 
D. Fugue AE. Rondo 
E. Song cycle BC. Symphony 
26. A large, frequently religious choral work containing choruses, arias, and 
recitatives but lacking staging, costumes, and scenery. 
27. A type of program music consisting of a single movement for orchestra. 
28. A Baroque genre made up of a set of dances. 
29. ABA form. 
30. A set of songs organized around a similar theme or idea and meant to be 
performed as a unit. 
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31. The primary characteristic of this form is the appearance of a main theme (A) 
in alternation with other themes: ABACA or ABACABA. 
32. A polyphonic composition in which a composer develops a single theme or 
subject by stating it successively in multiple voices, similar to a round. 
33 . A form which presents a central theme first followed by a series of alternate 
versions of the theme which retain certain characteristics and change others. 
34. A drama presented in music with acting, vocal soloists, costumes, scenery, 
orchestra, and staging. 
35. A composition for orchestra, usually in four movements. 
Section IV: Elements of Music (7 points, matching) 
Directions: Match the musical elements to the appropriate definition or description. Each 
choice will be used only once; all choices will be used. 
A. Timbre 
B. Melody 
C. Motive 
D. Texture 
E. Harmony 
AB. Rhythm 
AC. Meter 
36. The tone color or sound quality of an instrument or voice. 
37. A short melodic or rhythmic fragment used as a basis for constructing a larger 
composition. 
38. The flow or duration of music in time. 
39. Two or more notes sounding simultaneously to accompany the melody. 
40. The complexity of multiple sounds and melodic lines occurring 
simultaneously. 
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41. The organization of beats into a regular pattern. 
42. A succession of pitches. 
Section V: Terms (13 points, matching) 
Directions: Match the musical terms to the appropriate defmition or description. Choices 
will be used only once; some choices will not be used. 
A. 
B. 
C. 
D. 
E. 
Basso continuo AB. Aria BD. Nationalism 
Chromatic AC. Recitative BE. Form 
Gam elan AD. Legato CD. Raga 
Diatonic AE. Chorus CE. Staccato 
Modulate BC. Word/Text Painting DE. Pitch 
43. The compositional practice of including folk songs, dances, rhythms, or other 
ethnic elements in order to reflect ones homeland. 
44. A term designating a style of articulation in which the performer plays in a 
short, detached manner. 
45. A Baroque form of accompaniment utilizing two instruments, a keyboard 
instrument to play the chords and a melodic bass instrument such as a cello 
to play the bass line. 
46. A speech-like style of singing used most often in opera to further the plot 
by presenting the text quickly. 
47. The deliberate musical representation of pictorial images from a text. 
48. In jazz music this term refers to repeated sections of a basic pattern which 
give the music structure but also allow performers freedom to improvise. 
49. A term instructing the performer to play in a smooth and connected manner. 
50. Music incorporating all twelve notes in an octave; using all the white and 
black notes on the piano. 
51. In India musicians use this term to refer not only to a specific set 
pitches or "mode" but also to the ornaments, motivic patterns, and emotional 
character to be employed while performing those pitches. 
52. A lyrical vocal solo piece with orchestral accompaniment found in operas, 
oratorios, and cantatas. 
53. Music incorporating only the notes belonging to a particular key. 
54. The organization of musical ideas in a piece. 
55. To change from one key to another within a piece. 
Section VI: Historical Periods and Styles (15 points, matching) 
Directions: Match the historical period or styles to their descriptions or dates. Choices 
may be used more than once; all choices will be used. 
A. Middle Ages 
B. Renaissance 
C. Baroque 
D. Classical 
E. Romantic 
AB. Twentieth Century/Modem 
AC. Jazz 
56. Music from this historical period is extremely varied, diverse and often 
contains unusual, highly dissonant sonorities. 
57. This period spans the years 1825-1900. 
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58. This style of popular music is noteworthy for its freedom, syncopated rhythm, 
and improvisation. 
59. When listening to music from this period, you would expect to hear an 
unaccompanied vocal melody, based on a church mode, in monophonic 
texture, chanting a sacred Latin text. 
60. Music from this period was most often characterized by balance, clarity, 
elegance, and reserve. 
61. Composers during this period valued personal expression and individuality of 
style. 
62. This period spans the years before 1400. 
63. The term attached to this style of music originally meant "distorted" and was 
used to refer to the music's excessive ornamental style. 
64. Schoenberg, Berg, and Webem: "The Second Viennese School" 
65. This period spans the years 1750-1825. 
66. This genre includes a variety of styles such as Dixieland, swing, bebop, and 
free. 
67. This period spans the years 1600-1750. 
68. During this period music became valued as an autonomous art. 
69. When listening to music from this period, you would expect to hear a distinct 
contrast between two bodies of sound, frequently an alternation between a 
large group and a smaller group; sometimes this contrast is referred to as a 
concerted texture. 
70. This period spans the years 1400-1600. 
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Appendix J 
Final Achievement Test Study Guide 
Section I: Listening (15 points, multiple choice) 
• You should be able to identify the following: 
o Genre (symphony, string quartet, opera, etc.) 
o Performing Forces (orchestra, band, trumpet, etc.) 
o Compositional Techniques Used (i.e. terraced dynamics) 
o Historical Period 
o Likely Composer 
o Elements Exhibited in the Music (rhythm, melody, harmony, texture, etc.) 
Section II: Composers (10 points, matching) 
• Match major composers from each historical era to their important contributions, 
biographical detail, or compositional features . 
Section III: Genres and Forms (10 points, matching) 
• Match names of genres and forms to their description. 
Section IV: Elements (7 points, matching) 
• Match the musical elements to the appropriate definition or description. 
Section V: Terms (13 points, matching) 
• Match the musical terms to the appropriate definition or description. 
Section VI: Historical Periods and Styles (15 points, matching) 
• Match the historical period or styles to their descriptions or dates. 
Study Suggestions: 
• Review: 
o Elements of Music 
o Major Composers 
• Major Works 
• Style 
• Importance 
o Historical Eras 
• Dates 
• Style Traits 
• Complete Assigned Readings and Listening. 
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AppendixK 
Music Attitude Questionnaire 
This is an anonymous survey. Please do not write your name on this paper or make 
any other marks that may identify you. 
Musical Knowledge: 
Please complete the following statements by circling the number corresponding to 
the response that best characterizes your current musical knowledge. 
1=No knowledge 2=Limited knowledge 3=Partial knowledge 
4=In-depth knowledge 
1. I have about music from the Baroque period 
(1600-1750). 1 2 3 4 
2. I have about music from the Classical period 
(1750-1820) . 1 2 3 4 
3. I have about music from the Romantic period 
(1820-1900). 1 2 3 4 
4. I have about twentieth-century classical concert 
mUSIC. 1 2 3 4 
5. I have about music from other countries such as 
India or Africa. 1 2 3 4 
6. I have about modern popular music. 1 2 3 4 
Opinions of Music: 
Please complete the following statements by circling the number corresponding to 
the response that best characterizes your current opinions of music. 
1=Very negative 2=Somewhat negative 3=Somewhat positive 4=Very positive 
7. I have a opinion of classical music by 
composers like Bach, Beethoven, Brahms, and Schubert. 1 2 3 4 
8. I have a ______ opinion of jazz. 1 2 3 4 
9. I have a opinion of music from other 
countries such as India or Africa. 1 2 3 4 
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Musical Behaviors: 
Please respond to the following survey statements by circling the number 
corresponding to the response that best characterizes your current musical 
behaviors. 
1 =Strongly disagree 2=Disagree 3=Agree 4=Strongly agree 
10. I listen to music primarily as background to other tasks. 1 2 3 4 
11. I listen to music with focused attention. 1 2 3 4 
12. I would purchase a recording of classical music. 1 2 3 4 
13. I would purchase a recording of jazz music. 1 2 3 4 
14. I would purchase a recording of music from other 
countries such as India or Africa. 1 2 3 4 
15. I would attend a concert or recital featuring classical 
music. 1 2 3 4 
16. I would attend a concert or recital featuring jazz music. 1 2 3 4 
17. I would attend a concert or recital featuring music from 
other countries such as India or Africa. 1 2 3 4 
Appendix L 
Informed Consent Form 
Informed Consent Form 
"The Effect of an Attentive listening-based Approach on the Music 
Appreciation Achievement of College, Non-Music Majors" 
Heather MeNeely 
Doctoral Student 
Boston University 
(864) 292-3698 
April14, 2009 
Project Description 
This study examines the effectiveness of two different approaches to teaching 
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music appreciation, an attentive listening-based approach and a traditional approach, on 
the music appreciation achievement and attitudes of college, non-music majors. The 
information obtained in this project will be used in a dissertation. The goal of this 
research is to determine whether an attentive listening-based approach to teaching music 
appreciation is an effective and viable method of instruction and results in students' 
improved achievement and attitudes toward music. The main study will take place over 
the course of one semester in a normal classroom setting and will involve common 
educational practices; the pilot study will take place in two sessions of approximately 60-
90 minutes each in a normal classroom setting. Therefore, there is minimal risk to you as 
a student. Possible risks include normal test anxiety and perhaps increased test anxiety 
due to taking the music aptitude measure. Benefits for you as a subject will be in the form 
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of information received about your performance on the music aptitude test should you 
elect to receive such information. The researcher will also provide an explanation of 
music aptitude how the subject can use this information to improve his or her listening 
skills. There are no other unique benefits to subjects participating in the main study as 
compared to those choosing not to participate; subjects who participate in the pilot may 
benefit academically from taking the final exam. It may serve as review and extra 
preparation for the actual exam they will take in the course they are enrolled in. Since the 
music appreciation course is a common undergraduate degree requirement in humanities 
programs across the country, this research is potentially beneficial to a large academic 
community of scholars, teachers, and students. Regardless of the approach, the 
researcher's goals in teaching this appreciation course are to inspire students to become 
lifelong music lovers and to provide them richer musical listening experiences. 
In order to participate as a subject in this study, you must be at least 18 years old. 
For the main study, all students in the class will be required to take the final exam, 
regardless of whether they participate in the research component. Subjects who miss 
more than 25% of class periods will be dropped from the main study. Only students 
volunteering for the project will be required to take the aptitude test and survey. All 
students volunteering for the pilot study will take the fmal exam, aptitude test, and 
survey. As a subject in the main study or pilot, your responses to the survey questions 
will be anonymous. The time required for subjects to complete the survey is 
approximately 20-30 minutes. All information from the fmal exam and music aptitude 
test will be held in strict confidence unless required by law or regulation. Since final 
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exam scores from the main study will also be used by the researcher in determining 
subjects' final course grade, test scores and test results must be identifiable and will be 
kept with subjects' names in the research files. Because the researcher understands that 
some subjects may wish to learn their music aptitude, subjects' scores on the music 
aptitude test will not be anonymous, and the researcher will provide information on their 
performance should they elect to receive such information. Score sheets for the aptitude 
test will be identifiable by subject names, and subjects will be allowed access to their 
aptitude score only after all data has been collected. Exam scores and aptitude scores 
from the pilot study will be anonymous unless subjects specifically request to know the 
results of their exam and aptitude test prior to completing the measures. Any reports or 
publications will not identify individual participants by name or initials. All data will be 
stored in locked files accessible only to the researcher. 
If you have any questions regarding the research or your participation in it, either 
now or any time in the future, please feel free to ask. The researcher, Heather McNeely 
and her advisor Diana Dansereau will be happy to answer any questions you may have. 
You may obtain further information about your rights as a research subject by calling 
David Berndt, who is the Coordinator of the Institutional Review Board for Human 
Subject Research of the Boston University Charles River Campus. 
Your participation in this study is voluntary. Your refusal to participate will 
involve no academic penalty. You may discontinue participation at any time without 
academic penalty. 
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Consent to Participate in Research 
A) I _____________ volunteer to participate in the research project 
conducted by Boston University doctoral student Heather McNeely as described on the 
attached pages. 
Conditions 
B) I agree for my participation to involve my completion of a paper and pencil survey, 
music aptitude test, and final exam, and I understand that my anonymity is assured. Any 
reports resulting from this research shall identify me neither by name nor initial. In 
addition, I have been furnished with the researcher's contact information, and a copy of 
this form. I understand that I may withdraw my participation at any time for any reason. 
Name ___________________ Dme ___________ ___ 
Researcher Date 
--------------- --------------
Traditional Class (n = 55) 
Sex: 37 female; 18 male 
Major: 
1. Humanities: 17 
2. Education: 35 
a. English: 5 
AppendixM 
Participant Demographics 
b. Composite Social Studies: 3 
c. Elementary: 11 
d. Special: 3 
e. Early Childhood: 5 
f. Art: 1 
g. Biology: 2 
h. Mathematics: 2 
1. Middle School-Language Arts: 1 
J. Middle School: 1 
k. Special Education Multi-categorical communications disorders: 1 
3. Creative Writing: 1 
4. Counseling: 1 
5. Biology: 1 
Minor: (humanities majors do not have minors) 
1. Business 
2. Elementary Ed. 
3. Social Studies 
4. Psychology: 3 
5. Performance Studies 
6. Art 
7. Coaching: 2 
8. Administrative Management 
9. English: 2 
10. Dramatic Production 
11. French 
12. Foods and Nutrition 
13. Creative Writing 
Classification: 
1. Freshman: 12 
2. Sophomore: 18 
3. Junior: 13 
4. Senior: 12 
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Attentive Listening Class (n = 55) 
Sex: 38 female; 17 male 
Major: 
1. Humanities: 13 
2. Education: 39 
a. English: 3 (one with TESL emphasis) 
b. Composite Social Studies: 8 
c. Elementary: 10 
d. Special: 1 
e. Early Childhood:5 
f. Middle School: 2 
g. Mathematics: 6 
h. Art: 1 
i. Spanish: 3 
3. English: 1 
4. Accounting: 1 
5. Electrical Engineering: 1 
Minor: (humanities majors do not have minors) 
1. Social Studies 
2. Psychology: 6 
3. English: 3 
4. Organizational Communication 
5. Dramatic Production 
6. Mathematics 
7. French 
8. History: 2 
9. TESL 
10. Creative Writing 
Classification: 
1. Freshman: 6 
2. Sophomore: 29 
3. Junior: 1 0 
4. Senior: 10 
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Appendix N 
Piloting of Instruments 
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I piloted the questionnaire and final achievement test and practiced administering 
and scoring the AMMA during the summer of 2009 with two groups of students. The first 
group was made up of eight undergraduate university students who had just completed a 
music appreciation course during the 2008/2009 school year, and the second group was 
made up of seven undergraduate university students who had just completed the course in 
the summer of2009. I tested the first group during the months ofMay and June. and 
tested the second group during the month of July. Piloting the questionnaire and final 
achievement test allowed me to calculate the reliability of these instruments and revealed 
defects in the final achievement test, which I was able to refine prior to the main study. I 
was also able to judge how long it would take to administer the three data collection tools 
in a classroom setting and learned that it was possible to administer both AMMA and the 
questionnaire in a single class hour. 
Piloting of AMMA 
Piloting the aptitude test allowed me to gain confidence and fluency with its 
administration and scoring. Through piloting I also learned that the recording I had for 
the AMMA was defective, so I ordered a new copy for use in the main study. 
Piloting of Final Achievement Test 
I piloted the fmal achievement test with two groups of students. I found that this 
was particularly helpful in refining the test in that I was able to clarify several questions 
based on feedback from the first group of participants taking the test and then assess the 
effectiveness of my modifications with participants in the second group. Prior to 
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administering the test to the first group of participants, I asked them to mark any items 
they found confusing or misleading as they took the test. After they finished taking the 
test, I gathered feedback informally by asking them to identify the items they marked and 
explain their confusion related to the items. Most of the participants' suggested revisions 
were related to choices for the multiple-choice questions. In these cases participants 
noted one or two choices that stood out as implausible and were confusing. For example, 
on item 8, an item assessing musically-based listening skills, I played the exposition of 
Bach's Contrapunctus 4 from The Art of the Fugue and asked participants to identify the 
instrument used to perform the selection, which, in this case, was the piano. My original 
choices were: A. Trumpet, B. Organ, C. Piano, and D. Harpsichord. Based on 
participants' feedback, I eliminated "Trumpet" as a choice and replaced it with 
"Clavichord," so each choice for this item was a keyboard instrument. In the matching 
section for which participants had to match musical terms to their definitions, the term 
"Raga" was the only non-Western term, so matching it to its definition was rather easy. 
For the final version of the test, I added another non-Western term, "Gamelan," as a 
distracter. I also revised the wording of one of the definitions in this section based on one 
participant's suggestion. On the first version of the test, the definition for nationalism 
contained the word "national," and I changed this to "ethnic." Based on my own editing 
and reading of the test, for the fmal matching section devoted to historical periods and 
styles, I reordered the descriptions of the historical periods so that there were not 
successive descriptions of the same style or period. To ensure that the listening portion 
went smoothly and that I played each selection for the same amount of time in both 
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groups, I compiled an electronic play list of test listening selections, eliminating the need 
to use multiple CDs. 
Piloting of Questionnaire 
I did not make adjustments to individual items on the questionnaire as the result 
of piloting it. 
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Appendix 0 
Non-Revised Version of Final Achievement Test* 
Mu 201: Music Appreciation 
Section 1: Listening (15 points, multiple choice) 
Directions: For each of the following five listening selections, you will answer a series of 
questions. Each selection will be played twice, once at the beginning of the exam and 
again at the end of the exam time. While some of the selections may be familiar, others 
may not. Do your best to listen carefully and identify the choice that best answers the 
question. 
• Selection 1 
1. What type of ensemble performs this piece? 
A. String Quartet B. Symphony Orchestra C. Concert Band 
2. Which of the following descriptions best explains the texture of this piece? 
A. Monophonic B. Fugal C. Melody with Accompaniment D. Polyphonic 
3. This brief excerpt begins in a _____ key and then toward the end 
modulates to a key. 
A. minor/major B. major/minor 
• Selection 2 
4. This is an excerpt from a symphony movement in sonata form. At which 
major point in the form does this excerpt occur? 
A. Exposition B. Development C. Recapitulation 
5. The selection begins with a brief statement of which important musical 
"building block?" 
A. Scale B. Beat C. Motive D. Chord 
• Selection 3 
6. This selection is an example of what compositional technique? 
A. Fugue B. Rocket C. Parallelism D. Atonality 
7. Who is most likely the composer of this piece? 
A. Mozart B. Bach C. Handel D. Beethoven 
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*Shaded portions indicate wording that was changed in updated version. 
8. What instrument is performing this selection? 
A. Trumpet B. Organ C. Piano D. Harpsichord 
• Selection 4 
9. This selection was most likely written during which period in music history? 
A. Middle Ages B. Baroque C. Classical D. Romantic E. Twentieth Century 
10. What is the genre ofthis selection? 
A. Madrigal B. Symphony C. Opera aria D. Recitative E. Lied 
11 . Who is most likely the composer of this selection? 
A. Debussy B. Stravinsky C. Mozart D. Bach 
12. Which term most accurately describes the compositional style of this 
selection? 
A. Serialism B. Expressionism C. lm ressionism D. Neoclassicism 
• Selection 5 
13. This selection was most likely written during which period in music history? 
A. Middle Ages B. Baroque C. Classical D. Romantic E. Twentieth Century 
14. Which term most accurately describes the texture of this selection? 
A. Monophonic B. Homophonic C. Polyphonic 
15. Which term most accurately describes the tonality of this selection? 
A. Major B. Minor C. Modal D. Polytonal 
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Section II: Composers (10 points, matching) 
Directions: Match the composers to their important contributions, biographical detail, or 
compositional features. Each choice will be used only once; some choices will not be 
used. 
A. Giovanni Pierluigi da Palestrina AB. Antonio Dvorak 
B. Johann Sebastian Bach AC. Claudio Monteverdi 
C. Wolfgang Amadeus Mozart AD. Charles Ives 
D. Frederic Chopin AE. Joseph Haydn 
E. Igor Stravinsky BC. Guillaume de Machaut 
BD. Josquin des Prez 
BE. Richard Wagner 
CD. Franz Schubert 
CE. Hector Berlioz 
16. A Polish composer who is unusual in that he wrote almost exclusively for the 
p1ano. 
17. A Russian composer most famous for his neoclassical works and early ballets. 
18. A unique American composer who enjoyed incorporating church songs such 
as "Jesus Loves Me" and "Shall We Gather at the River" into his larger 
compositions. 
19. The operas of this nineteenth-century German composer were important for 
their non-traditional harmonies and extreme chromaticism. 
20. Known as the greatest composer of art songs or Lieder. 
21. A Czech composer who lived in the United States for a short time and wrote 
music which reflected both the folk music of his homeland and the American 
spirit. 
22. One of the most influential composers of all time, his music stands as the 
culmination of the Renaissance and the preparation for the mature Baroque 
style of Bach and Handel. 
23. A German composer who spent the majority of his life writing music for the 
Lutheran church services. 
24. A medieval composer who was also an outstanding poet. 
25. A French romantic composer who is recognized for writing for a large 
orchestra and for his imaginative orchestration. 
Section III: Genres and Forms (10 points, matching) 
Directions: Match names of genres and forms to their corresponding description. Each 
choice will be used only once; some choices will not be used. 
A. Character piece AB. Suite BD. Opera 
B. Oratorio AC. Variation BE. Lieder 
C. Symphonic poem AD. Ternary 
D. Fugue AE. Rondo 
E. Song cycle BC. Symphony 
26. A large, frequently religious choral work containing choruses, arias, and 
recitatives but lacking staging, costumes, and scenery. 
27. A type of program music consisting of a single movement for orchestra. 
28. A Baroque genre made up of a set of dances. 
29. ABA form. 
30. A set of songs organized around a similar theme or idea and meant to be 
performed as a unit. 
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31. The primary characteristic of this form is the appearance of a main theme (A) 
in alternation with other themes: ABACA or ABACABA. 
32. A polyphonic composition in which a composer develops a single theme or 
subject by stating it successively in multiple voices, similar to a round. 
33. A form which presents a central theme first followed by a series of alternate 
versions of the theme that retain certain characteristics and change others. 
34. A drama presented in music with acting, vocal soloists, costumes, scenery, 
orchestra, and staging. 
35. A composition for orchestra, usually in four movements. 
Section IV: Elements of Music (7 points, matching) 
Directions: Match the musical elements to the appropriate definition or description. Each 
choice will be used only once; all choices will be used. 
A. Timbre 
B. Melody 
C. Motive 
D. Texture 
E. Harmony 
AB. Rhythm 
AC. Meter 
36. The tone color or sound quality of an instrument or voice. 
3 7. A short melodic or rhythmic fragment used as a basis for constructing a larger 
composition. 
38. The flow or duration of music in time. 
39. Two or more notes sounding simultaneously to accompany the melody. 
40. The complexity of multiple sounds and melodic lines occurring 
simultaneously. 
41. The organization of beats into a regular pattern. 
42. A succession of pitches. 
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Section V: Terms (13 points, matching) 
Directions: Match the musical terms to the appropriate definition or description. Choices 
will be used only once; some choices will not be used. 
A. 
B. 
c. 
D. 
E. 
Basso continuo AB. Aria BD. Nationalism 
Chromatic AC. Recitative BE. Form 
Staccato AD. Legato CD. Raga 
Diatonic AE. Chorus 
Modulate BC. Word/Text Painting 
43. The compositional practice of including folk songs, dances, rhythms, or other 
ethnic elements in order to reflect ones homeland. 
44. A term designating a style of articulation in which the performer plays in a 
short, detached manner. 
45. A Baroque form of accompaniment utilizing two instruments, a keyboard 
instrument to play the chords and a melodic bass instrument such as a cello 
to play the bass line. 
46. A speech-like style of singing used most often in opera to further the plot 
by presenting the text quickly. 
47. The deliberate musical representation of pictorial images from a text. 
48. In jazz music this term refers to repeated sections of a basic pattern which 
give the music structure but also allow performers freedom to improvise. 
49. A term instructing the performer to play in a smooth and connected manner. 
50. Music incorporating all twelve notes in an octave; using all the white and 
black notes on the piano. 
51. In India musicians use this term to refer not only to a specific set 
pitches or "mode" but also to the ornaments, motivic patterns, and emotional 
character to be employed while performing those pitches. 
52. A lyrical vocal solo piece with orchestral accompaniment found in operas, 
oratorios, and cantatas. 
53. Music incorporating only the notes belonging to a particular key. 
54. The organization of musical ideas in a piece. 
55. To change from one key to another within a piece. 
Section VI: Historical Periods and Styles (15 points, matching) 
Directions: Match the historical period or styles to their descriptions or dates. Choices 
may be used more than once; all choices will be used. 
A. Middle Ages 
B. Renaissance 
C. Baroque 
D. Classical 
E. Romantic 
AB. Twentieth Century/Modem 
AC. Jazz 
56. Music from this historical period is extremely varied, diverse and often 
contains unusual, highly dissonant sonorities. 
57. This period spans the years 1825-1900. 
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58. This style of popular music is noteworthy for its freedom, syncopated rhythm, 
and improvisation. 
59. The term attached to this style of music originally meant "distorted" and was 
used to refer to the music's excessive ornamental style. 
60. Music from this period was most often characterized by balance, clarity, 
elegance, and reserve. 
61. Composers during this period valued personal expression and individuality of 
style. 
62. This period spans the years before _1400. 
63. When listening to music from this period, you would expect to hear an 
unaccompanied vocal melody, based on a church mode, in monophonic 
texture, chanting a sacred Latin text. 
64. Schoenberg, Berg, and Webem: "The Second Viennese School" 
65. This period spans the years 1750-1825. 
66. When listening to music from this period, you would expect to hear a distinct 
contrast between two bodies of sound, frequently an alternation between a: 
large group and a smaller group; sometimes this contrast is referred to as a 
concerted texture. 
67. This period spans the years 1600-1750. 
68. During this period music became valued as an autonomous art. 
69. This genre includes a variety of styles such as Dixieland, swing, bebop, and 
free. 
70. This period spans the years 1400-1600. 
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